Western Michigan University

ScholarWorks at WMU
Masters Theses

Graduate College

12-1997

A Study of Ideological Change in Reggae Music from 1971 to
1993
William H. Stanley
Western Michigan University

Follow this and additional works at: https://scholarworks.wmich.edu/masters_theses
Part of the Ethnomusicology Commons, Sociology of Culture Commons, and the Sociology of Religion
Commons

Recommended Citation
Stanley, William H., "A Study of Ideological Change in Reggae Music from 1971 to 1993" (1997). Masters
Theses. 5294.
https://scholarworks.wmich.edu/masters_theses/5294

This Masters Thesis-Open Access is brought to you for
free and open access by the Graduate College at
ScholarWorks at WMU. It has been accepted for inclusion
in Masters Theses by an authorized administrator of
ScholarWorks at WMU. For more information, please
contact wmu-scholarworks@wmich.edu.

A STUDY OF IDEOLOGICAL CHANGE IN REGGAE
MUSIC FROM 1971 TO 1993

by
William H. Stanley

A Thesis
Submitted to the
Faculty of The Graduate College
in partial fulfillment of the
requirements for the
Degree of Masters of Arts
Department of Sociology

Western Michigan University
Kalamazoo, Michigan
December 1997

Copyright by
William H. Stanley
1997

ACKNOWLEDGEMENTS
In the process of doing this research I had many snags along
the way.

However, there were many people who helped guide me either

intellectually or spiritually through these snags.
thanks go to Dr. Douglas Davidson.

The greatest

Besides serving as the chair of

my thesis committee he was instrumental in helping brainstorm this
research project.
Brush.

The next person I would like to thank is Paula

Her help with focusing and organizing this research was ex

tremely valuable.

I would also like to thank Dr. Lewis Walker for

his help.
I would also like to thank my partner Maria Swiftfoot.

I

have received an enormous amount of insight from Maria, both in my
academic life and in my personal life.

She has helped me to grow

beyond my role as a researcher.
I would also like to thank my mother and father for their sup
port.

Their help has been greatly appreciated and goes far beyond

this research.
William H. Stanley

ii

A STUDY OF IDEOLOGICAL CHANGE IN REGGAE
MUSIC FROM 1971 TO 1993
William H. Stanley, M.A.
Western Michigan University, 1997
The purpose of this study was to see if the reggae music that
became popular in the United States was ideologically different from
the reggae that originated in Jamaica.

The hypothesized change was

derived from a model developed by Humphrey Regis (1994, 1988) label
It was determined that

ed •cultural domination by re-exportation.•

early reggae music and the Rastafarian religion had very similar
ideologies.

The change within reggae music was measured against the

Rastafarian belief system.
A content analysis of twenty-five songs was undertaken.

The

method of doing ideological analysis of the reggae lyrics was de
rived from Cormack (1992).

The sample to be analyzed was divided

into three stages in the evolution of reggae.

First, a base sample

of early reggae songs were analyzed to determine the degree that the
Rastafarian ideology was linked to reggae.

The remaining songs that

were sampled came from the U.S. black contemporary charts and then
U.S. popular music charts.
This research found that the reggae music that became popular in the United States was ideologically different from the reggae
that originated in Jamaica.
also discussed.

Problems with Regis' model of change are

Suggestions for future research are given.
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CHAPTER I
INTRODUCTION
Statement of the Problem
The problem to be studied is reggae music to determine if
there has been any ideological change in the lyrical content of this
genre of music.
music.

I have been and continue to be a big fan of reggae

However, I noticed that while this music seemed to be the

same in some ways, it was also different.

Reggae music of the early

1970's seems to be lyrically different from the reggae music of to
day. This early observation lead me, the investigator, to pursue
this topic further.
Reggae music has undergone a process of change both in getting
to its beginning point and its status currently.
broadly known as the •production of culture.•

This process is

An example of this

process are the other genres of music from which reggae was born
from.

The evolution from

mento to ska, and ska to rock steady have

been well documented; Johnson and Pines 1982, Nagashima 1982, and
Witmer 1989, are just a few.

Each of these musical labels repre

sents a change in form and content from the previous genre.

It was

a combination of historical processes within Caribbean music that
mixed with rock steady that lead to beginning of reggae.
In the evolution of reggae music there is a point at which a
name change occurred; the form of the music, and its content are

1

2
also different.

This point is what Stephen Davis refers to as the

beginning of •authentic• reggae (Nagashima, 1984).

It is at this

juncture that there is an infusion of Rastafarian beliefs that in
influenced the lyrical content of the music.
This thesis will explore whether or not there has been ideo
logical change in reggae music from what Stephen Davis labeled the
beginning of •authentic• reggae, 1971, to the year 1993.
search will use the model of change proposed by
(1994, 1988).

The re

Humphrey Regis

His model has five stages leading to what he labeled

•cultural domination by re-exportation.•

These stages are what he

calls origination, exportation, modification, re-exportation, and
adoption.

Origination refers to the birth of a culture

inated society (reggae originates in Jamaica).

in a dom

Exportation is the

transfer of culture or cultural artifacts to the dominator society
(reggae is exported to the U.S.).

Modification refers to the pro

cess whereby the culture or cultural artifacts are changed by the
dominator society (reggae undergoes an ideological change).

Re

exportation occurs when the changes in the culture or cultural art
ifact are exported to the dominated society (the message of what is
desirable reggae music is sent back to Jamaica). Adoption happens
when the dominated society takes as their own the changes created by
the dominating society (the reggae artists in Jamaica create reggae
music that is reflective of the dominant society's desires).
I believe that reggae music has gone through this type of ev
olutionary process.

The literature suggests that reggae music ori-
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ginated as a symbolic expression of organic intellectuals--a typology
developed in the writing of Italian scholar activist Antonio Gram
sci.

He defined intellectuals as •purveyors of consciousness• (Fem

ia, 1981, p. 130). Organic intellectuals are those individuals who's
consciousness challenges the more traditional truths of society. The
Rastafarians are a reflection of Gramsci's· definition of organic in
tellectuals.

Rastafarians use reggae as a tool to express a counter

hegemonic ideology.

It is here at the beginning of reggae, that

Rastafarian ideology and reggae ideology are closely related.

It

would be fair to say that reggae music is a kind of Rastafarian folk
music.

However, by the early to mid 1970's, it started to become

more commercial.

Reggae begins to appear on the Black Contemporary

Charts in United States in 1974.
entering the exportation stage.

'

This is indicative that reggae is
By the early to mid 1980's reggae

begins to appear on the Pop Charts in America.

I have hypothesized

that songs that appear on the charts will be modified from the or
iginal ideological stance of reggae music and its connection with
Rastafarianism.
The Reggae Rasta Connection
There are numerous pieces of literature that link Rastafaria
nism and reggae music together.

These connections range from influ

ences on the form of the music, to the lyrical content, to the stage
presence of the performers.

For this research I am primarily con

cerned with the connection between Rastafarian beliefs and the ly-
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rical content.

Stage presence and musical form have ideological im

plications inherent in them, however, they are beyond the unit of
analysis of this study.
The Rastafarian association with reggae music was present from
the very early stages of its development.

Stephen Davis, when he

speaks of the Rastafarian association with· reggae states, •their
contribution to reggae is seminal• (1977, p. 18).

This statement

was made to reflect the influences of Rastafarian burru drumming on
reggae music.

However, equally as important, this statement ac

knowledges the Rastafarian ideological influences on early reggae.
The early influences on the lyrical content of reggae music
are best shown by the following statement of George Simpson (1985):
For more than twenty years, Rastafari has played an important
role in the development of Jamaican popular music, vocal and
instrumental. Reggae songs contain caustic social commentary,
but they also extol Ras Tafari, Jamaican heroes, freedom, and
ganja. (p. 290)
The importance of a critique of what the Rastafarians call Babylon,
the worship of Haile Selassie, the importance of Marcus Garvey, and
other Rastafarian symbolism are all represented by this statement.
The mentioning of the above concepts in connection with reggae music
shows how Rastafari and reggae are related.
Other people have seen the Rastafari and reggae connection as
a deliberate attempt made by the Rastafarians to express their beliefs.

Horace Campbell (1987) was an advocate of this position.

He states that, •the development of reggae music and its contribu
tion was part of a deliberate effort by the Rastafarians to present
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their message to the wider Jamaican community and the black world•
(p. 134).

Mortimer Planno, who was the Rastafarian mentor of singer

Bob Marley, backs up the above statement of Campbell's; Dick Hebdige
notes, •Planno claims to have foreseen Marley's future success and
he regards music as a valuable 'weapon for peace--A means of spread
ing the Rasta doctrine without bloodshed• ·(1987, p. 78).

Frederick

•Toots• Hibbert, a member of the reggae band •Toots and the Maytals,•
also demonstrates the reggae/Rasta connection when he says, •And when
.

you say reggae it means poverty, suffering, Rastafari, everything,
Ghetto• (Davis, 1977, p. 92). The above statements lend more support
to the notion that reggae music was a vehicle for the spread of Ras
tafarian ideology.

The fact that this is an explicit attempt to in

clude Rastafarian ideology within the lyrical content of reggae mu
sic, as seen by both reggae artists and Rastafarians alike, shows
further evidence of this strong connection.
There is other research that links reggae and Rastafarianism.
Ian Boxill (1994) captured the ideological representation of Rasta
fari within reggae lyrics when he states:
Perhaps the single most important religious influence on reg
gae music is Rastafarianism. The Rastafarian influence is
seen in the lyrics of the songs; references to the religion's
God, Jah; the Rastafarian hairstyles and dress of the perform
ers; and by the large number of Rastafarian singers, the most
celebrated being Bob Marley. (p. 41)
Virginia Jacobs (1985) also demonstrates this connection when she
says, •Toe power of reggae music comes from the musician's belief in
Jah and their dedication to His Imperial Majesty.

To these musi

cians, reggae is Jah's gift and Jah's voice• (p. 94).

Jacobs pro-
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ably professes the strongest connection to the lyrical content of
reggae and its association with Rastafarianism.
reggae is Jah's voice.

She states that

Jah is the name given to Haile Selassie,

whose given name was Ras Tafari (Prince Tafari).

If reggae music is

the voice of Jah, it is the voice of Ras Tafari and also Rastafarianism.
The connection between reggae lyrics and Rastafarian ideology
has been established in several preceding studies. The above studies
further validate the claim that reggae lyrics at one point in time
had an extremely close relationship with Rastafarian ideology. Kieth
Warner (1988) even notes this when he says, •without question, the
Rastafarian/reggae association is very strong in the Eastern Carib
bean• (p. 61).

After reviewing the literature, it is clear that

reggae lyrics were at one point laden with Rastafarian ideology.
Hegemony and Ideological Change
Knowing that the Rastafarian ideology is rooted within the ly
rics of reggae, why should I expect an ideological change to occur?
The hypothesized ideological change in the lyrics is derived from a
reading of the work of Antonio Gramsci.

He notes that the force of

power in the civil society expresses itself as hegemony and not dom
ination.

Through a combination of an understanding of hegemony and

historical developments within reggae, I predicted that the forces
of hegemony were affecting change in the lyrics of reggae music.
The hypothesized change in the lyrics of reggae music is
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analogous to the changes that occurred to the protest music of the
late sixties in America.

Howard Koval's research, Unmaking of Sub

cultures: Maintenance of Hegemony in Capitalism, is an example of
how the forces involved in the production of culture can change the
original essence of that culture (1989). Koval's study of rock music
found that the songs that appear in the Top 100 are less likely to
contain elements that challenge the capitalist ideology when compar
ed to songs that challenged the capitalist ideology.

What this re

search really says is that music that becomes popular has changed
ideologically.
This same effect could be happening to reggae music.
reggae was not concerned with commercial success.

Early

It was played to

live gatherings in the tenement yards of Kingston or appeared as
singles recorded by local musician for play back to the locals in
the Kingston ghetto.

This use of reggae reached a very small and

relatively homogenous group of people.

Soon reggae music became

attractive to the corporate recording industry, and reggae artists
in an attempt to spread the word of Rastafari became attracted to
the mass record industry.

It is hypothesized that as reggae artists

attempted to reach a larger audience there was a change in the ly
rical content of their music.
One of the key factors involved in change is the notion of
power.

Gramsci conceived of power as existing in two forms.

are domination or coercion and hegemony (Femia, 1981).

These

Hegemony re

fers to what Gramsci calls •intellectual and moral leadership• (p.

8
24).

Coercion operates within what Gramsci has labeled the •poli

tical society•,

while, •intellectual and moral leadership• occurs

within the •civil society.•

There are no apparent coercive measures

from the political society that have mandated an ideological change
in reggae music.
The hypothesized change is based on the fact that reggae music
currently exists along with other popular music forms in the tradi
tional economic institutions of the civil society.
now compete in the recording industry.

Reggae musicians

This move places reggae ar

tists under the leadership of •organic intellectuals• and •tradi
tional intellectuals• at the same time. They are professing an anti
capitalist philosophy at the same time they are mass producing records.

Marcia Landy (1994) captures this phenomena when she speaks

of Gramsci:
In his consistent acknowledgment of different group interests
and his recognition of the division of power between dominant
and subaltern groups he saw the necessity of interclass align
ments in the attainment of hegemony. (p. 32)
The reggae artists forge such an alliance with the record industry.
In the reggae artists attempt to spread their word to a larger aud
ience they adopt the use of a capitalist institution and in doing so
also consciously or unconsciously consent to an ideological change
in their music.
Related Literature
This study is related to the larger topic of the sociology of
culture.

Some of the work within the sociology of culture has taken
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what is known as the production of culture perspective.

These works

look at the mass culture industry with its myriad of symbolic re
presentations and various aspects of it that have influenced culture
and cultural artifacts.

While these studies have not focused on the

cultural artifact known as reggae music, they address a broader
theoretical position of which this study is a part.
There is abundant literature dealing with the production of
culture.

However, one of the most comprehensive pieces comes from

Richard Perterson (1979).

Peterson notes that studies using the

production of culture point of view use expressive symbols as their
unit of analysis. The production of culture standpoint looks at •how
the milieux in which culture is produced influence it form and con
tent• (p. 153).

Peterson cites the work of Fararo (1976); in this

work Fararo argues that there are four areas of symbol production
that are central to study.
and ethics, and religion.

These four are science, the arts, laws
While the main focus of this research

will be on the symbolic production of art, the lines drawn between
these categories are not as rigid as they seem.

Gramsci's theory of

the superstructure explains the forces that society has in the four
areas of symbol production (Gramsci, 1973).
There has been a great deal of research done on the produc
tion of culture in the arts.

Becker (1974) investigated how the

creation of art is a collective process amongst artists.

Tuchman

(1978) explored television and the news to illuminate the forces
involved in the production of these cultural items. Lowenthal (1961)
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looked at English literature and the impact of technology and the
methods used to increase readership had on its development.
Peterson (1979) notes that the focus on the forces of symbol
production vary in the production of different cultural artifacts.
He argues that there are, however, certain contingencies that must
be considered in the production of cultural artifacts.

These con

tingencies are what he calls rewards, evaluation, organization, mar
ket, and technology.
bol production.

These contingencies all have an affect on sym

For example, cultural artifacts can come about be

cause they have an ideological or monetary reward.

Some of these

contingencies have been dealt with as they relate specifically to
music.

Peterson (1978) looked at the impact the organization of the

radio industry had on the development of stylistic changes in coun
try music.

Chapple and Garofalo (1977) along with Peterson and Ber

ger (1975) have all found that the market exerts an enormous pres
sure on the creation of music.

Hirsh (1972) studied organizational

dynamics as they relate to the production of cultural artifacts such
as books, records, and motion pictures.

Hirsh notes that past stu

dies have investigated only the innovation and adoption stages as
being problematic in the production of a cultural artifact.

He in

stead explored business's choice to adopt and sponsor one artifact
over others, as well as the amount of support the artifact is given
in relation to its success.

The adoption of Bob Marley by Island

Record is a good example of this.

Chris Blackwell of Island Records

decided that he was going to promote Bob Marley and reggae music to
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the mainstream British and American markets (Hebdige,

1987).

Other research has been done that does not concentrate on the
contingencies put forth by Peterson.

For example, Stratton (1982)

is concerned with the impact capitalistic forces have on creativity.
This study reviewed the popular music press and exposed the discur
sive forces that influence symbol production of rock music. Schiller
(1989) explored the affect that corporations have in the production
of culture.

He notes that, in the case of cultural artifacts such

as music, dance and drama, there has been, •relentless and successful efforts to separate these elemental expressions of human crea
tivity from their group and community origins for the purpose of sel
ling them• (p. 31).

I propose that this phenomenon has occurred

with reggae music.
All of the literature cited up to this point have been excel
lent studies.

However, instead of looking holistically at the pro

duction of culture, they look at segments or individual
cies.

contingen

Stuart Hall (1981) notes that popular culture comes into be

ing through a process.

I think that most of the above articles,

according to evidence from Swidler and Arditi (1994), are concerned
with how an individual's or group's social location shape their
knowledge.

For example, the politics of the record industry affect

the creative impetus of the artists.

This point of view does not

examine the process, it looks at a point in the process.

Swidler

and Arditi (1994) note that new work in cultural studies
suggests that formal systems of ideas are linked to broader
cultural patterns-what we might think of as social conscious-

12
ness. The new sociology of knowledge examines how kinds of
social organization make whole orderings of knowledge possi
ble, rather than focusing in the first instance on the differ
ing social locations of individuals or groups. (p. 306)
In understanding the form that any cultural artifact takes it
is important to understand the process involved in its production. It
is not enough to look only at the social location of an artists or
inventor to understand symbol production.

CHAPTER II
RASTAFARI
The Rastafarian Belief System
What is Rastafari
To begin, I will discuss several key elements of Rastafari;
they are: Babylon, Iyaric, Ital living, symbolic emancipation, and
Rastafarian religiosity.

There is a long and complex history in

volved in the genesis of the Rastafarian religion which coincides
with the evolution of Jamaica as a nation state.

While some of the

beliefs or methods may be reinterpreted from time to time, there is
a central core that has always remained.

This central core is the

.

belief in the liberation of black people through the rejection of a
Eurocentric ontology.

The Eurocentric structures are represented

by the concept of Babylon within the Rastafarian religion.

These

structures represent the enemy that has repressed the black person
for the last 400 hundred plus years.
Rastafarianism is a system of thought built on theory and pra
xis.

This is reflected in its critique of society and its call for

emancipating action.
binary oppositions.
evil.

Critique is carried out through a series of
The primary opposition is between good and

Babylon represents the evil system and Ethiopia or Zion re

presents good.

When the Rastas identify an evil aspect of society
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they replace it with actions that are good or emancipating.

For

example, Jamaica is replaced with Ethiopia, politics with theocracy,
Babylon with Zion, slavery with freedom and blindness with sight.
These dichotomies will make more sense in the next few para
graphs.

However, I wish to elaborate the dichotomy of blindness and

sight.

The Rastafarians see the Babylon system as keeping them from

their own sense of history by replacing it with a white history.
Thus, they are blinded by the system.

When someone becomes a Ras

tafarian he or she is said to sight Rastafari.

They have not con

verted to a new belief, they have only seen their true identity,
which was hidden from them.

Through political/cultural critique,

using binary opposition, the Rastafarians are able to act in a way
that is emancipatory.

This example reflects the Rastafarians com

bination of theory and praxis.
Babylon
The reason for the use of Babylon as a metaphor by the Rastas
is best shown by Virginia Jacob's statement (1985),
[Babylon] is often mentioned in the Old Testament. It is re
ferred to with wonder and admiration of its splendor and ad
vanced civilization. Yet, it is just as often referred to as
a city of doom, owing to the godless and indulgent lifestyles
of its inhabitants. (p. 99)
If we look at the modern world powers, we can see the splendor of
their accomplishments.

However, there is a discontinuity between

what appears and what is underneath.

One of the practices account

ing for these countries' splendor was the exploitation of the
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blacks.
Colonialism, capitalism, and the Roman Catholic Church are
seen as Babylon by the Rastas.

These three institutions were and

are systematically robbing blacks of religious, social, and economic
freedom.

Horace Campbell (1980) shows this when he says, •under the

modern slave system of capitalism, the economic and political dom
ination of

the slaves went hand and hand with a massive, sustained

onslaught on the religious and cultural practices of the slaves• (p.

1).
Rastafarianism is a form of liberation theology based on a
black nationalist interpretation of the King James Bible, a critique
of Babylon, and it also involves praxis.

The recognition of Haile

Selassie as the black messiah and the importance of Ethiopia have
their base in the interpretation of the Bible.

This can be seen in

Psalms 68:31 which says •Princes shall come out of Egypt; Ethiopia
shall soon stretch out her hand unto God• (Simpson, 1985, p. 286).
While this appears strictly religious, its acceptance is due to its
liberating value.

The acceptance of a black messiah is the ultimate

rejection of those things that have enslaved black people.

This ac

tion is the ultimate symbol of the emancipatory theology at the heart
of Rastafari.
The development of the Rastafarian religion appeared on two
fronts simultaneously.

There was a development on the spiritual and

symbolic side and also on the cultural and praxis side.

It should

be noted that the symbolic-spiritual side and the cultural-praxis
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side are always congruent.

That is, they both liberate the black

person, be it through praxis or symbolism.

Because the Rastas want

to give black people a self identity as part of the liberation pro
cess, the combination of symbolism and praxis is extremely important.
If blacks have lived under a Eurocentric ontology, they need symbols
of the new way to live in order to teach them to act out a liberat
ing praxis.
The Rastafarians fight their war against inequality through
their religious interpretations and symbolism which counter their
position under capitalism and colonialism, and closing themselves
off to the Eurocentric interpretations. They do this through the use
of language, foods they eat, their appearance, smoking ganja, music
and poetry, a rejection of capitalism, and through their interpreta
tion of the Bible.

The Rastas are creating new meanings by decon

structing •the systems of meaning that the hegemony of capitalism
has spread throughout the world" (Lewis, 1994, p. 284).
Iyaric
The Rastas use of language is their most powerful tool in
terms of its symbolism and praxis.

Many of the studies done on the

Rastafarians have looked at their use of language (Jacobs, 1985;
Pollard, 1990; Pulis, 1993; Simpson, 1985; Witvleit, 1985).
language that the Rastas use is known as Iyaric.

The

The reasons for

the creation of the Iyaric language are shown when Plummer (1990)
says that
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the poor, black, has been disposed to accept ideologies which
offer him a positive self-concept and a chance to react to
what [is] a dehumanizing social situation which denies the
individual black the most fundamental right - self respect.
(p. 82)
The Rastas have found that the English language does not offer them
self respect because its very structure supported slavery.

Pulis

offered the following explanation as to why the Rastas deconstructed
the language of the whites, since English is associated with en
slavement of African people its grammar, phonology, and semantics
were not considered to be "capable of expressing African culture and
consciousness• (1993, pp. 291-292).

The deconstruction of the Eng

lish language is the key toward changing real life inequalities for
them.
'Why is the Rasta language so liberating?

The Rastas have de

constructed the English language by creating a positive self image
for blacks.

The most significant change is that •1• replaces the

•me• used in Jamaican Creole.

The word me as in •me have me book•

expresses the view of the black as an object (Witvleit, 1985, p.
115). Witvleit points out that by using •1• instead of •me• and •my•
a Rasta can show that he/she is a product of their own history
(1985).

Another similar change is the elimination of •we.•

The

word •we• is replaced with •1 and 1,• this symbolizes both indivi
duality and the community of the Rastas.
are dropped from lyaric.

The words •he• and •she•

These are said to be •too cold and dis

tant• and are replaced with that man,

that woman, or the man, the

woman or that l (Simpson, 1985, p. 289).
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The first syllables are changed on some words to •1•:

this

shows that the Rasta has an important connection to these terms.
Examples of this would be •vital• becomes •1-tal•, •highly• becomes
•I-lie• and •meditation• becomes •1-tation•.
The last type of change that the Rastas have made to the Eng
lish language is to look for •negative connotations in the spelling
and pronunciation of certain words• (Simpson, 1985, p. 288).

For

example, the word •sincerely• begins with •sin•, this has a negative
connotation and is switched to •1cere1y•.

The word appreciate has

•ate• in it, this is associated with the word •hate• and changed to
•apprecilove•.
When a back country

rootsman was asked, what is the world

view of Rastafari? He replied, Jus words-sounds-paawa, bradda, dat
wha I-n-I a deal wit• (Pulis, 1993, p. 285).

To Rastas •every word

can kill or cure and every word carries a vibration• (Simpson, 1985,
p. 289).

Iyaric is liberating for the Rastas because it presents a

new way for them to construct their identity.

The English language,

and for that matter any language, are instruments for •defining
reality and stating a world view• (Simpson, 1985, p. 288).

The

Rastafarians, in changing the English language, have linguistically
and affectedly emancipated themselves from the white, capitalist,
and colonial reality.
and history.

The end result is a black sense of reality
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Ital Living
The Rastafarians have rejected capitalism and its emphasis on
materialism.

William Lewis said that the Rastas rejected the ideo

logy that •the sum of the behavior of individuals motivated by pro
fit would secure the prosperity and the progress of society at large•
(Lewis, 1994, p. 284).

The Rastafarian connections with nature and

natural symbols are the strongest of the Rastafarian tenets that
emancipate them from capitalism.

The Rastafarian return to nature

is a rejection of capitalism's materialism, scientism, and economy.
The Rastafarian diet is the first area where they attack cap
italism.

The effect of the Rasta diet can be seen on two fronts.

First, in the production of food for their diet:
foods that are acceptable for their diet.

Second, the actual

Rastas are urged to eat

unprocessed foods that are grown in natural ways.

Fruits and vege

tables that are indigenous to Jamaica, like bananas, papayas, bread
fruit, oranges, ginger nuts, chochos, and chilalloo, were to be part
of the diet.
Babylon.

If imported foods are eaten, it is seen as supporting

The Rastas have a great understanding of the nutritional

value of the food they eat.

They treat all illnesses through the

use of diet herbs.
Because Rastas believe in eating indigenous foods, they re
quire a return to farming and the simple life. The return to farming
eliminates the Rasta from participating in the capitalism of Babylon.
By not buying processed foods, which have unwanted chemicals in them,
the Rasta is refusing to participate in the very system that has
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enslaved him/her.

When the Rasta follows the I-tal diet he/she is

•hasten[ing] the process of purification and disassociation from the
world of Babylon• (Jacobs, 1985).

By eating I-tal foods there is a

symbolic disassociation with capitalism.

However, there is also a

praxis that paves the way for the Rastas to begin their own economy.
Symbolic Emancipation
The Rastafarian's use of symbolic emancipation is best exem
Both

plified in their growing of dreadlocks and their use of ganja.

of these concepts/practices represent the Rastafarians commitment to
praxis.

Both dreadlocks and ganja are ways that the Rastas act out

their emancipation from Babylon.
Dreadlocks
The dreadlocks of the Rastas are also connected to nature.
In Jamaica during the slave period, blacks identified with two ani
mal characters; one named Quashie and the other named Anancy.
represented a tricky and crafty person (Campbell, 1987).

These

In the

days of slavery the blacks needed these traits in order to survive.
In order to leave behind this symbol of capitalism and colonialism,
the Rastas began to identify with the lion.

This was also made easy

by the fact that Haile Selassie was known as The Lion of Judah.
dreadlocks serve two purposes for the Rasta.
identification with the lion.

The

They symbolize their

This is a way for them to repel the

less noble identification that followed them from the days of sla-
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very.

The growing of dreadlocks and also letting their beards grow

reflects a return to nature.

This return to nature is challenging

the norms of technology driven, processed foods, and unbridled ma
terialism associated with the modern capitalists' society.

The use of ganja as the "holy herb" is symbolic for the Ras
tas.

However, it is used medicinally as well as for a sacrament. By

rejecting the medicines of capitalism, they are rejecting the idea
of positivistic rationality.
way to heal illness.

Nature and the holy herb are the only

The use of ganja is also a tool the Rastas use

to reveal the imperialism that confronts them.

Virginia Jacobs

(1985) notes, •Rastas believe that Jamaican blacks have been brain
washed by the white overlords - agents of Babylon - to believe them
selves inferior and have been conditioned to accept European values•
(p. 91). The Rastas use ganja to allow them to illuminate the brain
washing of Babylon.

Their use of ganja is justified in the King

James Bible, Genesis 1:11-12, •Let the earth bring forth grass, the
holy herb yielding seed"

(Jacobs, 1985, p. 91).

This gives the use

of ganja a religious legitimization within a liberating praxis.
Rastafarian Religiosity
The religious aspects of Rastafarianism legitimizes the Ras
tafarian belief system.

This is accomplished through their inter

pretation of the King James Bible.

Their Biblical hermeneutics sup-
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ports both their critique of society and their daily actions.

The

rejection of a white god is the ultimate emancipatory action for the
Rastas.

The use of Christianity as the highest institution for le

gitimating an oppressive, exploitive belief system was replaced by
Rastafarianism and their god, Jah.

Just as the Bible had been used

to legitimize slavery by the members of Babylon, the Rastas were us
ing it as a tool of emancipation.
The single most influential individual on the Rastafarian
movement was Marcus Garvey.

His early ideas established both the

philosophical as well as the religious base of
phecies were remarkably accurate.

Rastafari.

His pro-

In 1927 Garvey said, •Look to

Africa, where a black king shall be crowned, for the day of deliv
erance is here• (Jacobs, 1985, p. 77).

Garvey (Campbell, 1987) had

been even more specific in other quotes, directing his attention to
the history of Ethiopia.
We have great hopes of Abyssinia in the East-the country that
has kept her tradition even back to the days of Solomon. Some
of our peculiar sociologists when they discuss the intelli
gence of the Abyssinians try to make out that they are not
Negroes, but everybody of ordinary ethnological intelligence
knows that the Abyssinians are black people, that is to say,
black in the sense of the interpretation of the Negro. They
are part of the great African race that is to rise from its
handicaps, environment and difficulties to repossess the Im
perial Authority that is promised by God himself in the in
spiration: Princes coming out of Egypt and Ethiopia stretching
forth her hands. (p. 65).
In this quote Garvey provided the philosophical foundation for many
beliefs of the Rastafarians.

Perhaps the most powerful being the

last line, which is a paraphrasing of Psalm 68.31.

This is a call

for a prince to come from Ethiopia, who is a black man in the line-
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age of Solomon, to lead in the name of all black peoples.
This all became apparently true in November of 1930 with the
coronation of Ras Tafari Makonnen, who, upon his coronation, took
the name Haile Selassie and was known as the king of kings, the
lord of lords, the conquering lion of the tribe of Judah (Witvliet,
1985).

Selassie was crowned emperor of a· country with the longest

lineage of rule.

He is a direct descendant of Menelik I, the son of

Solomon and the queen of Sheba.
The Garvey prophecies and the coronation of Haile Selassie
provided the basis for the Rastafarian religion.

It is from these

events that the Rastafarians have constructed a philosophy that pro
vides them with a vision of emancipation, and reconnects them with
their ancestral heritage.

The Rastafarians forthcoming freedom and

connection to the ancient Israelites can be seen in Revelations
2.2-5, which states: •weep not; behold, the lion of the Tribe of Ju
dah, the root of David, hath prevailed to open the book, and loose
the seven seals thereof• (Witvliet, 1985, p. 113).

These inter

pretations have allowed the Rastafarians to justify a whole cadre of
beliefs and actions:

Among these are the creation of a history of

themselves which is not authored by the •white overlords.•
The Rastafarians worship Haile Selassie as the living God,
who is also known as Jab. Because of their renewed sense of history,
and connection to Ethiopia and the Selassie lineage,

Rastafarians

see themselves as the reincarnation of the ancient Israelites.
have been exiled to Jamaica by the white oppressors.

They

They view
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Ethiopia as their homeland and await their repatriation there.

In

recent years this idea has been preceded by the idea of liberation
in Jamaica before migration.
The Rastafarians believe that the black man will rule after
Babylon falls.
believe.
tions.

This will not occur with fire and brimstone as many

The Rastafarians advocate what they call positive vibra
This a nonviolent philosophy.

They see themselves ascending

to rule because their history as repressed peoples has taught them
how to rule equitably and white peoples massive human violations
against the chosen people will lead to their self destruction.
Marcus Garvey, Haile Selassie, Ethiopia, the religious his
tory of Ethiopia, the belief in repatriation to Ethiopia, and the
King James Bible are all important religious symbols of Rastafari.
These notion appear over and over again in the Rastafarians libera
tion theology and vision of the new world.
The above list of Rastafarian concepts is not exhaustive.
However, the objective here was to demonstrate the connection be
tween these practices and their liberating potential along with
their religious legitimization within the Rastafarian movement.

The

discussion of these concepts also helps to define the Rastafarians
as organic intellectuals, who possess a counter hegemonic ideology.
The present problems the black Jamaicans confront are connected to
British colonialism, United States imperialism and the influence of
the Roman Catholic church.

The Rastafarian religion is a response

to the three oppressive, exploitive institutions.

CHAPTER III
THEORETICAL ANALYSIS
Guiding Theory
Humphrey Regis' analysis of the processes involved in the
evolution of reggae music (1994, 1988) will serve as the theoretical
model informing my research.

Regis' theory of change which he lab

els •cultural domination by re-exportation• has five stages.

The

five stages are: (1) origination--culture originates in the dominat
ed society (Jamaica is the dominated society); (2) exportation--the
culture or cultural artifact is brought to the dominator society
(the United State is the dominator society); (3) modification--the
culture or cultural artifact is changed by the dominator society
(the United States influences change in what is considered reggae
music); (4) re-exportation--the changes in the culture are exported
to the dominated society (reggae artists change their music to com
ply with the demands of the United States); (5) adoption--the dom
inated society takes as their own the changes created by the domi
nating society (the changes in reggae music are accepted as inven
tions of the reggae artists themselves).
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Origination
Organic Intellectuals
The early reggae artists, as representative of Rastafarianism,
are an excellent example of what Gramsci defined as organic intel
lectuals.

As organic intellectuals, they were/are professor/advo

cates for a counter hegemonic ideology.

The conceptualization of

reggae artists as organic intellectuals further defines their posi
tion against capitalism, colonialism, and Catholicism.
What exactly are organic intellectuals?

Organic intellectuals

are those individuals who critique society and work towards changing
it.

Gramsci (quoted in Inchausti, 1991) says that
every social class coming into existence creates within it
self, organically, one or more groups of intellectuals who
give it homogeneity and consciousness of its function-not only
in the economic field but in the social and political fields
as well. (p. 97)

The reggae artists are spreading the word of Rastafari, and in doing
so are creating a homogenous group and raising this groups overall
consciousness.

The reggae artists do this through a critique of

society that allows blacks to see their common history and the need
for a liberating praxis.
Organic intellectuals are not just critics of society, they
must also take their critical philosophy and turn it into a unified
praxis.

The organic intellectuals construct visions of unity based

on cultural and historical similarities.
leton, 1991) has noted,

As Gramsci (quoted in Eag
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one can construct, on a specific practice, a theory which, by
coinciding and identifying itself with the decisive elements
of the practice itself, can accelerate the historical process
that is going on, rendering practice more homogeneous, more
coherent, more efficient in all its elements, and thus in oth
er words, developing its potential to the maximum. (p. 119)
The reggae artists, by making blacks aware of their history and the
realities of the white dominated society, have helped foster the un
ified response known as Rastafarianism.
Many of the important principles noted above have been stated
more clearly by others.

For example, in Marcia Landy's (1994) in

terpretation of Gramsci's organic intellectual she says,
he sees the reality and necessity of those intellectuals who
are progressive and have critical consciousness working with
the workers and peasants in order to extend the numbers and
scope of organic intellectuals and to break the hold of tra
ditional forms of thought Organic intellectuals must have a
critical consciousness of the world, a desire to question and
change existing conditions, and a sense of collectivity with
others in working to restructure society. (p. 30)
Reggae artist's ability to see and address the structural nature of
racism was/is very progressive.

The reggae artists wanted to make

available to those who have been blinded by Babylon, the ability to
sight Rastafari. By doing this, they increase the number of people
in the fight against the traditional form of thought, which they
label Babylon.
There have been a number of social science studies that have
looked specifically at musicians as organic intellectuals; for example, both George Lipsitz (1990) and Nathan Abrams (1995) have done
this.

Lipsitz examined Mexican-American musicians in Los Angeles,

and noted how they have performed as organic intellectuals.

Abrams
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explored hardcore rap and how these artists function as organic in
tellectuals.
These studies affirmed Gramsi's notion of the organic intel
lectual.

Abrams (1995) pulls from Lipsitz what he calls, •four sal

ient features that characterize these organic intellectuals• (p. 3).
These four features of organic intellectuals are
members of an aggrieved community; that they reflect the needs
of the community; that they attempt to construct a counter
hegemony through the dissemination of subversive ideas; and
that they strive to construct a historic bloc-a coalition of
oppositional groups united around these subversive or counter
hegemonic images. (p. 3)
Both Abrams and Lipsitz have demonstrated how their respective mus
ical artists manifest these four features, and thus, can be defined
as organic intellectuals.
Early reggae artists exuded all of the characteristics stated
above and included them in their lyrics.

One example of this is

reflected in Bob Marley's •Redemption Song• (198Oa).

In reference

to being a member of an aggrieved community he states, •old pirates,
yes, they rob I.

Sold I to the merchant ships minutes before they

took I to the bottomless pit.•

He is presenting an interpretation

of black history to the world black community which has felt the ef
fects of colonialism.

He also has created a counter-hegemonic ideo

logy through the use of subversive ideas; he states, •Emancipate
yourselves from mental slavery, none but ourselves can free our
minds.•

In this statement he is aware of the domination that blacks

face and he is warning them to act against this hegemony.

All of

these statement are indicative of Bob Marley's representation of the
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global black community.

The last feature of an organic intellectual

is that they create a historic bloc.

Bob Marley does this when he

says, •won't you help to sing these songs of freedom?•

In this

statement he is calling upon all people who are repressed by •mental
slavery• to stand and join together.
Early reggae artists are clearly an example of organic in
tellectuals.

They are not merely making stylistic expressions with

their lyrics, they are professing a counter-hegemonic ideology. This
ideology against the institutions of capitalism, colonialism, and
Catholicism has come forth organically, from within.
Exportation
Once reggae originated in Jamaica, it must be exported, ac
cording to Regis' model, before there is an ideological change.
There are two ways to provide evidence of the exportation of reg
gae music.

The first is through an analysis of how reggae records

were marketed in Jamaica and how this changed over time.

These

changes in marketing helped to physically bring the music to the
United States and Europe.

Once the marketing changes had occurred,

the music began to enter the United States market and was bought by
the American consumer.

This is evident by its appearance on the

American music charts. In essence the changes in marketing were like
building a bridge or a highway for the music to travel to America.
The charts then are empirical evidence that the music arrived in
America.
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In 1973 David Clark wrote about how the Jamaican record in
dustry had been operating.

Clark noted that

in Jamaica the music business is chaotic, almost the classic
anarchy of the market place. Artists are paid a flat sum for
making a record that may sell ten or a million and allegations
of bad dealing and even shootings and knifings are common. The
producer is the king-pin of the system: he is the one who take
the financial risk and he is the one who stands to gain the
most. The records themselves are hawked round by hand from
shop to shop for the best price the producer can get for them,
the Radio DJs are sweetened from the producers own pocket, the
charts are distorted by extensive buying-in of favored re
cords. There are dozens of labels and hundreds of records
vying for a market that is small at best. (p. 28)
As long as reggae music was marketed in this manner, there was no
hope of it ever reaching the American market. Because the occasional
big hit could be a potential •wind fall• for the big American and
British recording companies, they began to get involved. Clark noted
that companies such as Trojan, EMI, Rhino, CBS and Atlantic were becoming interested in Jamaican reggae (1973).
The signing of Jimmy Cliff by Atlantic records accompanied by
the release of the film The Harder They Come were both instrumental
in opening the American market to reggae music.

Lloyd Bradley goes

as far as to claim that the group Inner Circle was a hit in the US
before Bob Marley (1996).
The manner in which the Wailers were treated and marketed by
Island Records exemplifies the changes that were occurring in the
reggae recording industry. In 1972 Chris Blackwell of Island Records
decided to choose Bob Marley as a •vehicle for making reggae an in
ternational music sensation• (Warner, 1993, p. 127).

In the follow

ing passage Dick Hebdige (1987) captures the process that the Wail-
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ers went through in order to get their record to market.
Blackwell concentrated on well-produced stereo LPs aimed at
the hi-fi market. He calculated quite correctly that white
fans with hi-fi systems were far more likely to add a glossily
produced reggae LP to their collection, than buy a few import
ed singles which were expensive and difficult to get a hold
of. The Wailers were to be sold to the public. No expense was
to be spared-posters, publicity, press releases, television
appearances, radio and newspaper interviews, international
tours--all these would serve to keep the group in the public
eye. (p. 79)
The handling of the Wailers was much different than those who had
come before.

Generally speaking, these new trends in the marketing

of reggae began in the early to mid 1970s.

It was during this time

that the bridge that would allow reggae to be exported to America
was constructed.
Once there was a method for reggae to enter the United States
one only needs to document the presence of the various artists and
songs to show that it has arrived in America.

The easiest way to do

this is though the appearance of reggae songs and artists on the mu
sic charts. The Cashbox Black Contemporary Singles Charts, 1960-1984
notes the appearance of reggae music beginning in 1974. Between 1974
and 1984 a total of sixteen reggae songs appear on this chart.

The

Cashbox Pop Singles Charts, 1950-1993 notes the appearance of twen
ty-seven songs from 1976 through 1993.

When the two charts are com

bined there are a total of forty different songs that appear.

These

charts present irrefutable evidence that reggae had been exported.
Modification
The modification stage in the Regis model explains the factors
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that caused reggae music to change.

He states that it is the Ameri

can public that influences the change in the music.

For this thesis

the modification stage will be dealt with through an empirical anal
ysis. It is the intention of this research to find out if change has
occurred within reggae music; it is beyond the scope of this re
search to explain what caused this change,· if it is found.

The use

of this stage will be consistent with Regis' use, in that this is
the point that change occurs.
Statement of Problem and Use of Guiding Theory
As stated before, this thesis will explore whether or not
there has been ideological change in the lyrics of reggae music that
become popular in the United States.

The theoretical model that is

proposed by Regis is used to place the hypothesized change and his
torical processes in the development of reggae within a theoretical
framework.

The use of the Regis model places the process of the

..

•production of reggae• within an explanatory model that leads toward
the hypothesized change.

The Regis model then goes on to explain

the change, however, this thesis will not use this part of the Regis
model.

CHAPTER IV
METHODS
The Sample
The Beginning of the Rasta/Reggae Connection
There is a historical moment where reggae music is identified
as a unique genre of Jamaican popular music.
is that reggae begins in the late 1960s.

The general agreement

Michael Burnett places

reggae from 1969 to the present and Johnson and Pines put the be
ginning of reggae between 1968-69 (1982).

Stephen Davis places the

beginning of •authentic reggae• in 1971 (Nagashima, 1984).

There

have been certain events that have influenced these speculative
dates.

Nagashima notes that around 1967 wind instruments began to

disappear from ska and rock steady recording (1984).

The first time

that the term reggae was mentioned in connection with the music was
in the song •Do The Reggay• by the Mytals in 1966.
In the evolution of reggae music there is a point at which a
name change has occurred, the form of the music has changed and the
content is different.

This point is represented by what Stephen

Davis refers to as the beginning of •authentic• reggae.

There is an

infusion of Rastafarian beliefs that appear in the lyrics of the
music.

It is the processes that have influenced reggae music from

this point, which Davis has labeled 1971, to the present, that I
33
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wish to study with this research project.

Points of Analysis
Ideological Analysis. Origination
In order to further explore the notion of reggae artists as
organic intellectuals, as well as exploring the Rastafarian/reggae
connection, I will conduct an ideological analysis of a set of early
reggae lyrics.

Through the use of a series of analytical tools laid

out by Mike Cormack (1992), I will analyze the lyrics of five songs
(the base sample).

This will help to validate the literature used

to explain the origination stage, as it relates to Rastafarian ideo
logy and reggae. A discussion of these findings will appear in Chap
ter V.
The Base Sample
I have set up a base from early reggae songs as a context for
comparing the songs on the American pop charts and black contempor
ary charts.

This base will consist of five songs.

Five songs were

agreed upon as a large enough sample to ascertain the ideology in
early reggae songs. The objective of the base is to provide examples
of the connection hypothesized between Rastafarian ideology and the
lyrics of

reggae music.

By setting up the base and connecting Ras

tafari to it, I will be able to explain the first stage in Regis'
theory, origination.

This sample will also be used to explore to

what extent reggae artists are organic intellectuals.
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Ideological Analysis, Modification
The appearance of reggae music in the United States is follow
ed by a modification of the lyrics.

I have hypothesized that I ex

pect to find the songs in my sample will have undergone a change in
the ideological content of the lyrics.

It is in this stage that I

will perform an ideological analysis of the lyrics in the sample and
compare the findings to a base sample of early reggae music. Through
a comparison with the base, and also across time, I expect to be
able to chart changes as they occur in the music.

The findings will

be reported in Chapter V.
The Chart Sample
I will sample songs from 1974, the year that the first reggae
song was charted after the beginning of •authentic reggae,• through
1993.

The sample will be drawn from two sources, The Cashbox Pop

Singles Charts, 1950-1993 and The Cashbox Black Contemporary Singles
Charts, 1960-1984.

The rankings by Cash Box are based on record

play, sales and juke box play.

The first half of the sample will be

based on the Black Contemporary Chart and the second half will be
drawn from the Pop Chart.
The sample will consist of ten songs from each chart.

This

will provide me a total of twenty songs to be sampled out of the
forty that appear between both charts.
availability of transcribed lyrics.
sample bias using this method.

The sample was drawn on the

There appears to be no blatant

The pattern of song in the sample is
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similar to the pattern of songs on the charts.

In other words there

is a good representation of artists, of the years, and the number of
songs from each year.
The use of two different sampling sources is justified by the
literature on the •crossover• phenomena.

Reebee Garofalo notes that

•African-American artists must first demonstrate success in the
black market before gaining access to the main stream• (1993, p.
237). This is consistent with a comparison of the black contemporary
chart and the pop chart.
prior to 1983.

The pop chart ranked only one reggae song

The one song that did appear on the pop charts first

appeared on the black contemporary chart.
were appearing on both charts.

In 1983 and 1984 songs

Reggae music attracted a large lis

tening audience in the black community and was beginning to cross
over on to the pop charts.

The crossover began happening around

1983 and it is from this point that the pop charts will be used for
the sample.

In essence I will be studying the crossover phenomena

at two different points.

The first between the base sample and the

black contemporary charts and the second between the black contem
porary chart and the pop chart.
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Analysis
Conceptual Definitions

I will be using five concepts to determine if the Rastafarian
ideology has disappeared or occurs less often within the lyrics of
reggae songs.

The concepts will be Babylon, Iyaric, symbolic eman

cipation, I-tal living, and Rastafarian religiosity.

These concepts

have been defined previously in Chapter II. The definitions of these
concepts will be the basis for deciding which songs reflect a Ras
tafarian ideology and which songs do not.
Method of Analyzing the Lyrics
My analysis of reggae lyrics will be guided by the work of
Mike Cormack (1992).

Cormack states that there are five categories

used for doing ideological analysis of cultural products, they are:
content, absence, structure, style, and mode of address.

My anal

ysis will concentrate on four of these categories, with the excep
tion being style.

Most of the stylistic changes have come in area

of instrumentation and musical form which are beyond the scope of
lyrical analysis.

The stylistic changes that have occurred lyri

cally are accounted for by the four categories that will be used.
For example, if the use of Iyaric is replaced with a different
linguistic slant this will be accounted for as the absence of Ras
tafarian ideology and not a stylistic change.
The first category that I will look at is content.

Cormack
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breaks content down into four areas.

These areas are judgments,

vocabulary, characters, and actions.

Judgments are the statements

and opinions in the text which show evidence of beliefs and values.
I will look for the presence of the Rastafarian concepts as they are
defined in Chapter II, as evidence of Rastafarian beliefs and values.
The second area of content is vocabulary.

This is the des

criptive language of the text according to Cormack.
used to describe carry value judgments.
ideological implications.

Words that are

These value judgment have

For example, the Rastafarian use of •I

and I• shows a belief in community and a rejection of the indivi
duality associated with •I.•

The use of the Rastafarian language,

Iyaric, has ideological implication.

The use of Iyaric as defined

above further reflects the presence of Rastafarian beliefs.

The

analysis of language could be considered with the analysis of judg
ment because I have defined language as a Rastafarian concept.

In

order to be consistent with the analytic tool developed by Cormack I
will keep this part of the analysis separate.
The third area of content are characters.

These are the peo

ple who appear in the text. Due to the short nature of reggae lyrics
characters are seldom developed. This makes it difficult to use this
area of content analysis.

I will not analyze characters in reggae

texts.
The fourth area of content is action.

Action refers to the

conflicts that appear in the text which are solved.

I will look to

see if the action within the text is consistent with Rastafarian
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ideology and practices.
Another important aspect of content analysis is to look for
the absence of certain elements that are expected to be present in
the texts.

I will search for the disappearance or a lower occur

rence of the key Rastafarian concepts noted above.

Accompanied with

this I will search for the rise of new concepts that did not appear
previously.
If the content does indicates a Rastafarian ideology is pre
sent in a song it would be nice to know the strength of this rela
tionship.

'While, Rastafarian ideology might not disappear the

strength of the ideological presentation may change.

Thus, leaving

room for new ideologies or alternative interpretation of Rastafari
that are not consistent with its original position.
One way to look at the strength of an ideology is to look at
the structure of reggae texts which appear to be Rastafarian.

Cor

mack breaks down structure into diachronic texts and synchronic
texts.

Diachronic texts have an opening and a closing.

This type

of text usually provides an opening, which states the problem, and a
closing, which is the answer to the problem.

A variation of the

diachronic structure is the •open-ended structure,• this is when the
ending allows for a great deal of interpretation and thus avoids
•ideological closure• (Cormack, 1992, p. 30).

If a reggae song is

organized diachronically I expect to find a positive relation be
tween the use of an •open-ended• structure and the popularity of the
song.
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The second type of structure used is called synchronic.

This

is when meaning and values are inherent through the use of binary
opposition of terms.

For example, the praise of communal living

denounces the individuality of capitalism.
Another structural feature is the mode of address.

This is

the way a cultural product is presented to· us. Cormack states, •Mode
of address, attempts to confirm us as subjects situated within ideo
logical structures• (1992, p. 33).

Cormack notes that the mode of

address manifests itself in three ways.
of the mode of address will be used.

For this analysis two forms

I will not be concerned with

whether the address is fragmented or unified.

This type of address

will be left out of the analysis because of reliability concerns.

A

fragmented or unified address does not consistently mean the same
thing.
The first type of address I will concentrate on is direct or
indirect.

A direct address speaks directly to the audience and the

ideology is obvious.

An indirect address ignores the presence of

the audience and ideology is hidden or dealt with fictionally.

As

reggae music addresses a larger audience an indirect mode of address
will be more likely.
The second way that mode of address manifests itself is through
the use of a specific address or a general address.
dress is meant for a more homogeneous audience.

A specific ad

The general address

is meant for a larger audience or is for •the totality of a nation•
(Cormack,

1992, p. 34).
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The disappearance of Rastafarian ideology from reggae music
may be an indication of an overall ideological change in the music.
However, by looking at things such as mode of address and structure,
we can see the subtle changes that are occurring. I think that these
subtle changes will correlate with the appearance of reggae on the
charts.

I will look at these structural categories only if the con

tent of the song indicates the song possesses a Rastafarian ideo
logy.
What Ideological Analysis Will Tell Me
In using Cormack as the basis for this ideological analysis, I
am following an established method of looking at ideology.

It is,

however, necessary to explain this analytical tool with respect to
the Rastafarian ideology and reggae lyrics. In other words, how will
this tool help me to do ideological analysis of reggae lyrics?
The Appearance of Rastafari
The first area I will explore when conducting ideological an
alysis is the content.
area of judgments.

Within the area of content there is the sub

Cormack notes that within judgments, •beliefs

and values are likely to be fairly obvious• (1992, p. 28).

Judg

ments are an area that will express whether or not Rastafari is pre
sent in the lyrics.
The next area of content is the use of vocabulary.

The impor

tance of language to the Rastafarians can not be understated.

They
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view language as a repressive structure that does not provide them a
secure sense of self.

The use of Iyaric will strengthen Rastafarian

ideological presence by treating the author and characters as •sub
jects• of their own destiny and not •objects• of Babylon.
The last aspect of content I will use is action.

By using

action in the analysis I have an alternative way to capture ideo
logy.

If the main theme of the text does not directly address a

Rastafarian problem, then •action• will help to establish which be
liefs or values are present.

For example,

if the song was dealing

with prostitution; a song that calls for the imprisonment of a hook
er would have a different ideological position than one that called
for a look at how the system creates the hooker's social situation.
The second of these songs could be interpreted as possessing Rasta
farian beliefs.
Perhaps the single most important measure of change in the
ideological content of the lyrics is the actual absence of ideolog
ical concepts.

This also implies that new concept or themes arise

to replace older ones.

This does not always mean the elimination of

ideology when the key concepts do not appear anymore.
that new topics have arisen as history marches on.

It could mean

For example,

reggae and Rastafarianism are becoming popular in Britain.

The top

ics that British bands deal with may not be the same as Jamaican
bands.

However, they can still possess a Rastafarian ideology. This

is where the importance of the •action• category comes in to play.
Lyrics that discuss a mundane historical event may have a Rasta

43
connection if the •action• of the song is consistent with Rastafari.
Strength of Rastafarian Ideology
The next part of the text to be analyzed is the structure.
will do this analysis only if the content is Rastafarian.

I

If the

text is diachronic I am concerned if it has an open-ended or a
closed-ended argument.
ideological closure.

If the text is open-ended it will avoid
On the other hand, a closed-ended argument

will take a firm ideological stand.
measure subtle changes.

This concept will help me to

For example, I expect to find early reggae

to be closed-ended with a hard ideological stand because of the
homogenous nature of its audience.

On the other hand, reggae will

be more open ended as it becomes produced for a larger audience.
The structure of the text can also be synchronic.

The

Rastafarians' intensive use of critique, which relies on the use of
binary opposition, can be captured by this type of analysis.

The

use of synchronic structure lends itself to a more pronounced or
profound ideological commitment than what appears only within the
text.

For example,

when the songs speak of Ethiopia or Zion as the

homeland they also imply that Jamaica and Babylon are where they are
in captivity.
The last category, mode of address, has implication for the
zeal of an ideological presentation.

The first sub-category is a

direct address. A direct address is generally used when people share
a belief.

The ideological position is obvious and not concealed.
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The direct address expresses explicit ideological positions.

The

indirect address tries to place the ideology in front of others in a
covert and circuitous manner.

Besides presenting the author's posi

tion weakly, this type of address is not consistent with Rastafarian
beliefs.

The Rastas no longer believe they must use the craftiness

of the Anancy, they are lions, and a lion speaks directly.
When analyzing for a general or specific address, the strength
of the ideology is also present.

If one gives a specific address

the audience is assumed to understand part or all of the position.
This allows for a tighter and stronger ideological position.

If the

audience is more heterogeneous the author must dilute the ideolog
ical statements to capture the audience.

This will probably become

a factor as reggae enters the pop scene.
The use of this analytic tool will help me to establish if
reggae music has changed across time.

Besides being able to docu

ment the disappearance of Rastafarian ideology this tool will enable
me to assess the strength of the ideology that is present; thereby
enabling me to look at ideological change even if the Rastafarian
concepts are still present.

CHAPTER V
RESULTS AND DISCUSSION
Results of the Base Sample
Ideological Analysis
The purpose of the base sample was twofold.

First, it was to

establish the connection between Rastafari and reggae that would al
low for a comparison with later reggae lyrics.

Second, it is furth

er empirical evidence that reggae artists were at one point acting
as organic intellectuals.

This sample consisted of five reggae

songs that first appeared between 1969 and 1973.

These songs are

from the 1971 period that Davis has called the beginning of authen
tic reggae.

The sample consists of the following songs: •400 Years,•

by Peter Tosh (lyrics taken from Brodber & Greene, 1981, p. 27);
•Declaration of Rights,• by the Abyssinians (lyrics taken from Wa
ters, 1985, p. 101); •so Long Rastafari Call You,• a traditional
Rastafarian song performed by Count Ossie and the Mystic Revelation
of Rastafari (lyrics taken from Nagashima, 1984, pp. 146-147);
•Blood and Fire,• by Niney the Observer (lyrics taken from Hebdige,
1987, p. 77); and •small Axe,• by Bob Marley & the Wailers (1971).
The results of the analysis of the base sample are what follows.
The first area I will report on is the content.

All of

the songs in the sample had closely related judgments and all of the
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judgments were consistent with Rastafarian beliefs.

The five judg

ments were: black people must become aware of the effects of colo
nialism and the philosophy that legitimates it; black people have
rights; black people need to see the hidden nature of repression;
Rastas shall prevail; and Babylon will fall.
into two categories.

These judgments fall

First, there is a need for repressed peoples

to become aware of the hegemonic nature of the problems facing them.
This can be seen in the song •400 Years• when it says, •400 years
400 years, of the same old philosophy!
people still can't see!•

400 years 400 years and the

The second category is that Babylon will

eventually crumble due to its own actions.

This can be seen in the

song •small Axe• when it says, •And whosoever diggeth a pit, shall
fall in it, fall in it.•
In looking for the use of Iyaric, I was very surprised by
the findings.
aric.

There was only one song in the sample that used• Iy

That song was •so Long Rastafari Call You•.

this song consisted of

The use within

•1• replacing the use of •me•.

For example,

•so long Babylon hold I, so long for the enemy around 1.•

The use

of •you• in the title, however, is not consistent with Iyaric.
The action taken within the song is the next area of the con
tent I assessed.

All of the songs in the sample solved for conflict

in a way that was consistent with Rastafarian ideology.

There was

one song, •Blood and Fire,• in which the action could be questioned.
The Rastafarian belief in •positive vibrations• is against the use
of violent force to overthrow Babylon.

Niney the Observer say,
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•Blood and fire, let it burn.
split up.

All weak heart shall leak out and

All Righteous shall stand.• This is really an observation

of the wrath that Babylon has brought upon itself, not a call for
Rastas to use violence.

The action in this song is really its pro

phecy for the fall of Babylon.
Other songs allude to actions that are consistent with Ras
The song •small Axe• says, •if you are a big tree we are

tafari.

the small axe.

Sharpened to cut you down, ready to cut you down.

These are the words my master keeps on telling me.•

Rastafarian

religiosity professes that one day black people shall inherit the
earth.

The song •so Long Rastafari Call You• says, •Jah! We waan go

home now,

free up de kali, now, so long, so long, right now.•

To

the Rastafarians to go home means repatriation to Ethiopia; it also
means freedom.

To •free up de kali•, mean to legalize marijuana.

The use of this herb by the Rastas is in part a tool to see the he
gemonic nature of the power over them.

Hence, the use of marijuana

is another way the Rastas free themselves and go home.
The last area of content reviewed searched for the absence of
Rastafarian concepts or the presence of new ideas. There were no new
ideas that appeared.
tremely strong.
ital living.

The presence of Rastafarian concepts was ex

However, there was no direct mention of the concept

Some songs only incorporated one of the concepts in

their lyrics; while others incorporated four of the concepts.

Even

when only one concept was used, the commitment to Rastafari was
strongly apparent.

The song •400 Years• uses only the concept of
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Babylon, it says, •400 Years, 400 Years of the same philosophy; 400
Years, 400 Years and black people still can't see.•

>
The philosophy

is that of Babylon's, it has legitimated physical bondage and now
mental bondage (in the form of hegemony).

The song •so Long Ras

tafari Call You• incorporates four of the five concepts I have de
fined.

These concepts are Babylon, Rastafarian religiosity, sym

bolic emancipation, and Iyaric.

The use of symbolic emancipation is

hinted at above when I discussed •kali.•

The use of Rastafarian

religiosity can be seen in the verse, •so long Babylon a hide de
trut' from I, so long.

Jah Rastafar-I. For dey mek dem talk de ver

sion, an' lef' de King James Version, so long Babylon a hide de
trut' from I, so long.•

The importance of the King James Bible as a

tool for legitimating Rastafari is seen by this statement.

All of

these songs used the Rastafarian ideological concepts, this is a
reflection of the authors commitment to Rastafari.
There are two categories of ideological analysis left to sum
marize.

They are structure and mode of address. Both of these cate

gories help to establish the depth of the songs commitment to Rasta
fari.

The first category is structure.

There were two songs that

..

had a diachronic structure. These songs were •Declaration of Rights•
and •small Axe•.

The important thing to report here is that both'

songs used a closed-ended structure.

For example, the lyrics from

•small Axe• begin with the statement, •Why boasteth thyself, oh evil
men, playing smart and not being clever?

I say you're working in

equity to achieve vanity, yeah.•; near the end of the song it
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states, •And whosoever diggeth a pit, shall fall in it, fall in it.
Whosoever diggeth a pit shall bury in it, shall bury in it.•
is clearly a closed-ended structure.

This

It basically says that Babylon

will fall due to its own practices.
The remaining three songs used a synchronic structure.

All

three of these songs used binary opposition in a manner that is con
sistent with Rastafarian beliefs.

For example, in the song •400

Years• the phrase •Learn of liberty• implies that blacks are still
not free.

Another example is the statement •400 years,• the length

of time blacks have been victimized and oppressed by the Babylon
system, implies that freedom or emancipation is desired.

The song

•so Long Rastafari Call You• has an example of the use of binary
opposition.

This song says, •Jah Jah children wan' go home.•

statement say that Rastas are not at home.
and freedom.

This

To them Ethiopia is home

Jamaica represents enslavement and a faraway place

where they exist but did not choose to come.
The last area of analysis was mode of address.
two dichotomies that were analyzed.
every song in this category.

This area has

I found the same result from

First, between an indirect address and

direct address, all of the songs used a direct address.

These songs

spoke to a homogenous group, either all repressed people or black
people.

The song •so Long Rastafari Call You,• as the title ex

presses, is addressed to black people, to become aware of there own
history and •sight• Rastafari.

The song •Declaration of Rights•

says, •Get up and fight for your rights, my brothers.

Get up and

so
fight for your rights, my sisters.•

The audience is again repressed

people.
The second dichotomy in the mode of address is between a gen
eral address and a specific address.

All of the songs gave specific

addresses. For example, the song •so Long Rastafari Call You• speaks
specifically to black people and asks them to respond in a certain
way.

By showing the ills which Babylon has imposed on black people

and telling these people the solution this song gives a specific
address.

This can be seen in the lyrics, •so long Babylon just drag

I, so long.

For the rich man dem dem happy, do no wan' give to nat

ty, so long Babylon just a hold I, so long.•

And in, •Jah we waan

go home now, free up the kali, now, so long, so long, right now.•
The results of the ideological analysis can be placed into
two distinct categories.

These are ideological content and degree

of commitment to that ideology.

These songs have all demonstrated

that they have Rastafarian ideology throughout them.
tion being the use of the Iyaric language.

The one excep

However, even without

Iyaric these songs were definitely representative of Rastafari.

The

commitment to the Rastafarian ideology was also very strong in this
group of songs.

All of the songs that used a diachronic structure

were closed-end, thus not allowing for an alternative interpretation
of Rastafari.

The songs that were synchronic used binary opposition

in a way that was consistent with Rastafari.

The mode of address

also demonstrated a strong commitment to Rastafari.
songs used a direct and specific address.

All of these

51
The base sample has been consistent with what I expected reg
gae music to exemplify.

The only place where a digression from a

perfect Rastafarian/reggae connection occurred was with the concept
of Ital living and the limited use of Iyaric.

From the analysis of

the base sample, I think that it is fair to say that Rastafari and
reggae have an ideological bond.
Organic Intellectual Analysis
The analysis of the lyrics supported two previously hypothe
sized relationships.

First, reggae artists' lyrics express concerns

that are consistent with the earlier conception of organic intellec
tual.

Second,

reggae artists are acting as organic intellectuals.

These two conclusion are obvious when you look at the lyrics in the
base sample.
The Rastafarian use of the binary opposition between •blind
ness• and •sight• is an important observation that reggae artists
use which helps to define them as organic intellectuals. The •blind•
black person is not aware of the hegemonic forces of Babylon, while,
the sighted person has full awareness.

The person who has sight

might be said to be an intellectual created organically.

Reggae

artist, by being aware of this dichotomy, not only act as organic
intellectuals by trying to provide •sight• to the •blind•, they are
aware of the sight they have.

Albeit, they do not use the term or

ganic intellectual they are aware of this status because they can
see.
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The song •so Long Rastafari Call You• is a perfect example of
the reggae artist as an organic intellectual.

The title expresses

that Rastafari has been here all along, it is just a matter of aware
ness.

The song promotes awareness through a critique of all the

actions undertaken by Babylon to enslave black people.

One verse

makes people aware of how a Eurocentric interpretation of religion
was used to enslave blacks, while an alternative interpretation was
hidden.

This verse states, •so long Babylon a hide de trut' from I,

so long.

Jah Rastafar-I. For dey mek dem talk de version, an' lef'

de King James Version, so long Babylon a hide de trut' from I, so
long.•

Through the creation of a counter hegemonic ideology reggae

artists are giving sight to the blind.
The song •400 years• is also an excellent example of reggae
artists as organic intellectuals.

This song says, •400 year, 400

years, of the same philosophy; •.and black people still can't see. 'Why
do they fight against the youths of today? 'When without these youths
they would be gone, all gone astray.•

The youths are the young reg

gae artists and other organic intellectuals.

They are trying to pro

vide a liberation education for black people so that they will join
a new counter hegemonic movement.
cause of the hegemony that exists.
make a move!

They are met with resistance be
The song goes on, •come on! Lets

Now the time has come!

the weak is strong.

Fool don't you see, but I know

So come with me to learn of liberty, where we

can live, live our lives and be free!•

The reggae artist is trying

to convince those who are victims of the hegemony that there is
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another way of looking at the world, a way that can lead to free
dom.

This artists perception of himself as an organic intellectual

can also be seen when he says, to follow him and •learn of liberty.•
I believe it is a fair assessment to classify early reggae
artists as organic intellectuals.

This can be drawn from their sup

port of a Rastafarian ideology which is itself a counter hegemonic
ideology and the fact that reggae artists act and believe themselves
to be organic intellectuals.
Results of the Black Contemporary Sample
There are ten songs in this sample ranging from 1974 through
1984. The first song analyzed was
& the Wailers (1974).

•r

Shot The Sheriff• by Bob Marley

This song was first charted in 1974.

I will,

again, begin with an analysis of the content and then address the
structure.

The first area of content is the judgment.

•r

This song

has championed the unjustly accused.

He says,

but I swear it was in self defense.•

This judgment could be inter

preted as being in line with Rastafarian beliefs.
Iyaric language appears in this song.
use of

•r• .

shot the sheriff,

The use of the

However, it is again only the

By not using Iyaric more comprehensively this can al

most be interpreted as a stylistic implementation of the word

•r• .

The action segment of the content is consistent with Rasta
farian beliefs.

The unjust actions taken against the character will

one day be righted.

This will happen when the unjust sheriff, or

the system the sheriff represents, will falter due to its own ac-
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tions.

The song says, •Ev'ry day the bucket a-go-a well; one day

the bottom a-go drop out.•

This is consistent with the Rastafarian

belief that those who were enslaved will one day inherit rule of the
earth.

There is no mention of Rastafarian concepts in this song,

however, Rastafarian religiosity is implied with the action of the
song.
The structure of this song was diachronic and closed-ended.
This song states that one day the injustices of the sheriff, who is
part of the system of Babylon, will no longer occur.

The use of a

closed-ended structure helps to strengthen this songs commitment to
Rastafari.

The mode of address was indirect and general.

The use

of fiction to make the point in this song makes it an indirect ad
dress.

This song gives a general address because it is geared to

ward a larger audience.

We have all felt that we were unjustly

treated at the hands of a police officer.
strongly define this song as Rastafarian

The specifics that might
are missing.

This song

does, however, possess a Rastafarian ideology.
The second song in this sample is •Roots, Rock, Reggae• by
Bob Marley & the Wailers (1976).
1976.

This song appeared on the chart in

The judgment in this song is that reggae music is a success.

If this is to be interpreted as Rastafarian, or not, it is dependent
on the action of becoming successful.

The lyrics say, •Play I on

the R&B, want all my people to see we bubbling on the top 100, just
like a mighty dread.•

The use of capitalism to extol Rastafari is

not consistent with their critique of capitalism.

The action of
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this song is not consistent with Rastafari. This song does, however,
use Iyaric.

Again it is only the use of

•r•.

The Rastafarian con

cept of symbolic emancipation is present in the above quote.

The

mentioning of •mighty dread• could be interpreted as Rastafarian.
However, the statement talks about succeeding by making the pop
charts then it says •just like a mighty dread• (a mighty dread is a
Rastafarian with dreadlocks), this is not consistent with an Ital
living and the Rastafarian critique of capitalism.

This song does

not possess a Rastafarian ideology.
The third song in the sample is •waiting in Vain• by Bob Marley & the Wailers (1977).

This song appeared on the chart in 1977.

This song clearly has no connection to Rastafarian ideology.

The

judgment is that character does not want to wait around for a love
that won't reciprocate.

The action is the character's fear of wait

ing for love and have it be in vain.

The song says, •From the very

first time I blessed my eyes on you, girl, my heart says, 'follow
through.'

But the waiting feel is fine.•

the struggles of falling in love.

This song is really about

There was no use of Rastafarian

concepts or language.
The fourth song in this sample is •Exodus• by Bob Marley &
the Wailers (1977a).

This song appeared on the chart in 1977.

This

song showed the strongest connection to Rastafari in this sample.
The judgment stated that Rastafarianism is correct.

The beginning

of the song states, •Men and people will fight ya down when ya see
Jah light.•

Later on in the song this problem is answered with,
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•open your eyes and look within.
you're living?

Are you satisfied with the life

We know where we're from.

we're going to our fatherland.•

We're leaving Babylon,

From these two quotes we can see

not only the judgment but also the action of this song.

The move

ment towards Ethiopia, towards freedom and toward Jah are the action
in this song.

This is all captured with the statement, •Exodus,

movement of Jah people.•
guage.

This song does not use the Iyaric lan

However, it uses the concepts of Rastafarian religiosity

and Babylon in a way consistent with the general beliefs of Rasta
fari.
This song used a diachronic/closed-ended structure.

This can

be seen in the quotes above. The problem is stated and the solution,
the exodus, is given without any room for interpretation.
uses direct and specific addresses.

This song

The address. is for those who

are part of Rastafari and what they need to do is specifically stat
ed.

All of these structural factors show this song's lyrics to be

deeply committed to Rastafari.
The fifth song in this sample is •could You Be Loved• by Bob
Marley & the Wailers (1980).
1980.

This song appeared on the chart in

This song has a Rastafarian flavor to it, but it does not

have the strength that the prior song has.

This song says that all

people have the right to be loved as they are.

The action shown in

this song is that you must stand up for the right to be loved.

This

song is addressing the dynamics between Babylon and those people who
have been repressed.

The song states, •oon't let them change you or
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even rearrange you, oh! no.

We've got a life to live they say only,

only, only the fittest of the fittest shall survive, stay alive.•
This statement addresses how Babylon tries to control the identity
of certain peoples.

It also notes that these people must fight
From this we can see the appearance of the

against this happening.

concepts of Rastafarian religiosity and Babylon.

The use of these

concepts is consistent with the larger philosophy of Rastafari.
There is, however, no use of the Iyaric language in this song.
This songs synchronic structure and its use of binary oppo
sition in a way that is consistent with Rastafari helped to identify
its link to Rastafarian ideology.
I was looking at this song.

Two oppositions came to mind when

First, the question, •could you be

loved?,• signaled the belief that these people are sub-human.

This

shows the relationship between Babylon and repressed peoples.

The

second use of binary opposition is seen in the statement, •only the
fittest of the fittest shall survive.•

This statement is practi

cally a slogan for capitalism and its success.

The opposite of this

is that the meek will survive, as Rasta prophecy says, black people
shall rule the earth.

The only place that this song loses its steam

is when we look at the mode of address.
and a general address.

This song uses an indirect

This song has a strong Rastafarian message

only if you are Rastafarian.

Most people have at one point struggl

ed with the basic idea of this song.

For example, the following

lyric show how ambiguous this song is, •Toe road of life is rocky
and you may stumble too.

So while you point your fingers someone
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else is judging you.•
logy.

This song clearly uses the Rastafarian ideo

However, the meaning is not easily available to the audience.
The sixth song in this sample is •Dancing on the floor• by

•Third World• (1981).

This song appeared on the chart in 1981.

song does not exhibit any of the Rastafarian ideology.
Rastafarian concepts appear including Iyaric.

None of the

The main judgment is

The action is that you must

that love gives you a great feeling.
pursue love.

This

This song has no connection to Rastafari.

The seventh song is •Try Jab Love• written by Stevie Wonder
and Melody A. Mccully and recorded by •Third World• (1982).
song appeared on the chart in 1982.

This

This songs title and lyrics

clearly signal Rastafari with its mention of Jab. I have come to the
conclusion that the actions called for and the use of this concept
are not consistent with Rastafari.
gests that it is Rastafarian.
you.

The judgment of this song sug

It states that Jab's love will save

The Rastafarians have rejected the white religions because of

their concentration on the future, without any solutions to the pro
blem and inequalities of life on earth.

The Rastafarian belief in
not

Jab is a way to claim their rightful identity and act upon it,
a opiate for their struggle like Jesus and heaven represent.

This

song says, •and if you lose your way I'll lead you to my love.
a sinful life I'll cleanse you in my love.•

From

A Rastafarian •sights•

Jab, if he/she does not see Jabs goodness they have not sinned, they
have been blinded by Babylon.

I believe this song to be a misrepre

sentation of Rastafarian religiosity.
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The eighth song in this sample is •Buffalo Soldier• by Bob
Marley & the Wailers (1983).
1983.

This song appeared on the chart in

This song is reflective of Rastafarian ideology.

The lyrics

establish an analogy between the Rastafarians and the Buffalo Sold
iers.

The Rastas have been fighting for their freedom since they

arrived in Jamaica.

The effects that Babylon has had on the Rastas

is the same for the Buffalo Soldier.
when I analyze the stench.

Bob Marley notes, •1 mean it,

To me it makes a lot of sense.

How the

dreadlock Rasta was the Buffalo Soldier and he was taken from Afri
ca, brought to America, fighting on arrival, fighting for survival.•
This song uses the concepts of Babylon and symbolic emancipation to
establish its Rastafarian ideology.
The structure of this song is synchronic and the binary op
positions used strengthen its connection to Rastafari.
says, •if you know your history.•

This quote brings up the binary

opposition between sight and blindness.
sight, while, not to is blindness.
with Rastafari.

This song

To know your history is

This dichotomy is consistent

The mode of address was direct and general.

The

audience is challenged to see the analogy created, however, that
audience is a heterogeneous population.
The ninth song in this sample is •Reggae Night• by Jimmy Cliff
(1983).

This song appeared on the chart in 1983.

Rastafarian connection within this song.

There is no clear

It tells us that we can

not afford to miss •Reggae Night• (this is in reference to reggae
sunsplash, an annual reggae concert in Jamaica).

The action involv-
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ed in this song is that you must go to reggae sunsplash.

This song

praises the good time to be had at this event. There is no mention
of Rastafarian concepts nor use of Iyaric.
The tenth song in this sample is •Romancing The Stone• by Eddy
Grant (1984).

This song appeared on the chart in 1984.

This song

does not have a connection to the Rastafarian ideology.

This song

is about love.

More specifically it is about nourishing love in a

broken heart.

There is no presence of Rastafarian concepts or the

Iyaric language.

The character will, through his love, end the

heartache of his lover.
ing the stone.

This can be seen when he says, •r'm romanc

Never leaving your poor heart alone.

and every day gonna love the heartache away.•

Every night

This song is about

love and not Rastafari.
Through this analysis, I have noticed a decline in the over
all appearance of Rastafarian ideology within the lyrics, as well as
the strength of those songs commitment to Rastafari.

There is an

increase in the number of songs that deal with love and reggae music
in general as a theme.

I found that four of the songs expressed

Rastafarian ideology. Of these only one was a very strong exhibition
of Rastafarianism.

While, the remaining three were clearly Rasta

farian they were not as strong as those songs in the base sample.
Two of the songs used Rastafarian concepts in a manner that was not
consistent with Rastafari.

Four of the song dealt with love as a

theme and the remaining two professed the goodness of reggae music
in general.
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The notion of reggae artists as organic intellectuals began to
disappear with the disappearance of Rastafarian ideology.

Some of

the songs still exhibited the connection to organic intellectuals.
For example, in •Exodus• Bob Marley says, •open your eyes and look
within.

Are you satisfied with the life you're living?• This state

ment is meant to challenge people to see the influences of Babylon
on their life choices.

The song •Buffalo Soldier• also exhibits an

example of the reggae artist as an organic intellectual; this song
states, •said he was a Buffalo Soldier.
Buffalo Soldier, dreadlock Rasta.•

Win the war for America

This analogy is creating an his

toric bloc. There is a connection made between the blacks in America
and Jamaica and their combined experiences at the hands of Babylon.
Other than these two songs, the organic intellectual reggae artist
has disappeared.
The Pop Chart Sample
There are ten songs in this sample ranging from 1983 through
1993.

The first song in this sample is •Johnny B. Goode• originally

by Chuck Berry and latter recorded by Peter Tosh (1983).
appeared on the chart in 1983.
ideology within this song.
appear in the lyrics.

This song

There is no trace of Rastafarian

None of the key Rastafarian concepts

This song is about a small town boy who makes

it big as a reggae musician.

Tosh has changed some of the lyrics so

that the hero is different from the Chuck Berry version.

The Chuck

Berry version has the boy coming from Louisiana and becoming a rock
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musician.

Tosh's version states, •Deep down in Jamaica, close to

Mandeville.

Way back up in the woods on top of a hill. There stood

an old hut made of earth and wood.

Where there lived a country boy

named Johnny B. Goode.• Tosh has made the hero into a reggae artist,
but there is nothing Rastafarian about this song.
The second song in this sample is •Red Red Wine• written by
Neil Diamond and recorded by •uB40• (1984).
the chart in 1984 and again in 1988.
present in the lyrics of this song.

This song appeared on

Rastafarian ideology is not
The theme presented is drinking

will take away your pain of lost love.

The song states,

•Red, red

wine goes to my head, makes me forget that I still need her so.•
Besides the fact that Rastafarians do not drink alcohol, because of
their Ital living, not one of the Rastafarian concepts appear in
this song.
The third song in this sample is

•r

Got You Babe• originally

by Sonny Bono and recorded as a reggae song by •uB40• (1985).
song appeared on the chart in 1985.
song is not Rastafarian.

This

The ideology present in this

This song is sung as a duet, with a male

and a female professing how their love will succeed even though
everyone else doubts.
ian concepts.

There is no mention of any of the Rastafar

Only the theme of love is dealt with.

The fourth song in this sample is •Toe Way You Do The Things
You Do• performed by •uB40• (1990).
by the •Temptations.•

This is a remake of an old song

This song appeared on the chart in 1990.

The

theme of this is about a partner who holds his lover in high regard.
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There is no use of Rastafarian concepts or Rastafarian ideology.
This is another reggae love song, that can be seen by the lyrics,
•As pretty as you are, you know you could've been a flower.
look were minutes, you know you could've been an hour.•

If good

The whole

song is full of different rhyming lines that honor a love.
The fifth song in this sample is •Good Time• by Ziggy Marley
(1991).

This song appeared on the chart in 1991.

tafarian concepts are addressed in this song.
yourself but be wary of the cruel world.

None of the Ras

The theme is to enjoy

The song says, •though the

world is cruel and blind let's have a good time.•

The recognition

of the world as cruel is close to the concept of Babylon, however, I
think this would be stretching an interpretation to connect this
song with the concept of Babylon.

Ziggy Marley is the son of Bob

Marley so he may be thinking of Babylon when he wrote this, but this
does not come through clear enough to say he was using Babylon.

I

think the basic idea of this song is don't let the bumps of life get
you down and be wary of those bumps that are ahead of you. This song
does not contain a Rastafarian ideology.
The sixth song in this sample is •ttousecall• by Shabba Ranks
and Maxi Priest (1991).

This song appeared on the chart in 1991.

There were no Rastafarian concepts used in this song.
be blunt, is hot sex.

The theme, to

The lyrics state, •so girl just let me show

you how. Your body can't lie to me, cause I know just what you're
needing.

Your body can't lie to me, cause you're in need of some

sexual healing.•

No Rastafarian ideology here, only the perverted

64

capitalist sexual mentality.
The seventh song in this sample is •Mr. Loverman• by Shabba
Ranks (1992).

This song appeared on the chart in 1992.

As with the

previous songs there is no appearance of Rastafarian ideology within
this song.

None of the Rastafarian concepts are mentioned or used.

The theme of this song is love, in a perverted way.

It is really

about the sexual power and virility of Shabba Ranks.

This can all

be seen in the following verse, •Because a woman tek a trip she com
ing from England to satisfy her soul you know seh she want a man,
but is Shabba Ranking she buck upon, a gwain mek she explode just
like a bomb every hour, every minute, and every second.•

This shows

how Shabba can take care of the sexual needs of a woman.
The eighth song in this sample is •Bad Boys• by •Inner Circle•
(1993).

This song appeared on the chart in 1993.

The meaning of

this song is the antithesis of the song •I Shot The Sheriff.•

The

irony is that the lyrics connect the two songs, almost as an attempt
to form some camaraderie between them.
bad boys whatcha want.

The song states, •Bad boys,

'Whatcha gonna do when sheriff John Brown

come for you, tell me whatcha gonna do.•

Sheriff John Brown was the

villainous representation of Babylon in the song •I Shot The Sher
iff.•

In the song •Bad Boys•

tice.

The song goes on to say, •'When you were eight and you had bad

he represents justice and not injus

traits you go to school and learn the golden rule.

So why are you

acting like a bloody fool?•

This statement looks at the pathology

of the individual involved.

In the song •I Shot The Sheriff• the
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If this

social structure is designated as having the pathology.

song had a Rastafarian ideology it would view this situation more
like the song •I Shot The Sheriff.•

To add even more irony to the

situation and further define the songs ideological position, this
song is the theme song for the television show •cops.•

I even had a

criminal justice professor, who was a narcotics officer, play this
song before every test because of the message it sends.
The ninth song in this sample is •can't Help Falling in Love•
originally an Elvis Presley song and recorded as a reggae song by
•uB40• (1993).

This song appeared on the chart in 1993.

I think we

all know that Elvis was not a Rastafarian. Love is the theme of this
song. There is no mention of anything remotely resembling Rastafari.
Most of us have heard the lines, •Take my hand, take my whole heart
too, cause I can't help falling in love with you.•

This is a love

song put to a reggae beat.
The tenth song in this sample is •Higher Ground• by •us40•
This song appeared on the chart in 1993.

(1993).

feeling of

initially falling in love is something with which most

of us can identify.
song.

The euphoric

Maintaining that feeling is the theme of this

There is no mention of any of the Rastafarian ideological

concepts.

This song is just another love song with a reggae beat.

It poetically capture the theme with the following verse, •Moon and
stars sit way up high, earth and trees beneath them lie.

The wind

blows a fragrant lullaby to cool the night for you and I.• This song
is full of these poetic analogies for love.
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The analysis of this sample has shown the complete disappear
ance of Rastafarian ideology.

There is a continued rise in the num

ber of songs dealing with love as an issue.

There is also another

turn, in that love has been equated with sexual virility in some
A number of the songs in this sample were written by pop

songs.

stars who are not reggae artists and some of the songs were actually
pop •hits• prior to being recorded as reggae songs.
Again I state, this sample had no Rastafarian values, prac
tices, or beliefs in the songs.
linked to love;

while, two others spoke of love with sexuality be

ing the main theme.
success.

Five of the song were thematically

One song was about reggae music and a poor boys

Only two of the songs attempted to address issues that are

traditionally Rastafarian.
mischievous behavior.

The song •Bad Boys• addressed crime and

However, this song's message was akin to a

message from Babylon not Rastafari.
of the harshness of the world.
Rastafarian ideology.

The song •Good Time• was aware

It did not follow through with a

This song was, however, the only song that

was a least sympathetic to and not contradictory of Rastafari.
I noticed that unlike the songs in the base and black contem
porary samples many of the pop songs were written by non-Rasta and
some by non-black performers.
previously.

In some cases they had been •hits•

Four of the songs fell into this category.

The first

was Peter Tosh's version of •Johnny B. Goode,• originally a hit re
corded by Chuck Berry.

Second, •uB4O's• version of •I Got You Babe•

was a Sonny and Sher hit.

Thirdly, •UB4O's• version of •The Way You
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Do The Things You Do• was a •Temptations• hit.

Fourthly, •UB40's•

version of •can't Help Falling in Love• was originally an Elvis
Presley hit.

This phenomenon did not occur in the previous samples.

The notion of reggae artists as organic intellectuals has
also disappeared.

There were no songs that expressed a counter heg

emonic ideology.

In fact, it could be said that the songs were very

representative of the •zeitgeist•, which includes the values of
Babylon.
Discussion
The findings appear to fit the Regis model without any pro
blems.

However, when the supporting literature is considered along

with the results problems arise with this model.

In this section I

will discuss how the results appear to fit the Regis model.

The

next chapter will explore the problems with this model.
Origination
I have argued that reggae music began as an expression of or
ganic intellectuals through the use of a Rastafarian ideology.

Sup

port for this statement has been demonstrated through a review of
previous literature.
this discussion.

I would like to incorporate my findings into

There are two points that are important considera

tions for the statement above.

First, is there a valid connection

between reggae music and Rastafari?
as organic intellectuals?

Secondly, do reggae artists act

The primary evidence that will support
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these considerations comes from the results of the analysis of the
base sample.
Although the literature has provided a sound argument for the
connection between reggae and Rastafari, I have empirically tested
this claim.

The results of the base sample unanimously supported

the connection between reggae and Rastafari during the beginning
stages of reggae.

All of the songs were strongly representative of

a Rastafarian ideology.

These findings, accompanied by the litera

ture, demonstrate that in the years surrounding 1971 reggae music
was at its beginning and was representative of Rastafari.
I have also argued that reggae artists use the Rastafarian
ideology and serve as organic intellectuals.
sitz

The literature of Lip

and Abrams demonstrates how reggae artists could be organic

intellectuals.

The analysis of the base sample provides empirical

support of reggae artists acting as organic intellectuals.
Through a combination of the literature and empirical evi
dence the origination stage can be explained.
veloped in Jamaica roughly around 1971.
ed the ideology of the Rastafarians.

Reggae music was de

Its development incorporat

The reggae artists used their

music as a forum to act as organic intellectuals.
Exportation
Once the indigenous culture has originated, Regis has hypo
thesized, it is exported to a dominate society.

In this case we are

dealing with its exportation to the United States.

The changes that
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occurred in the marketing of reggae music made it readily available
to the world and the United States.

The big U.S. record companies

like CBS and Atlantic began to get involved in producing and dis
tributing reggae music.

In 1973 Bob Marley's album •catch a Fire•

was available in the United States.

Soon after that, reggae music

began to appear on the black contemporary charts.
appeared in 1974.

The first song

This song was Bob Marley's •r Shot The Sheriff."

The charts and the literature both make a valid argument as well as
lend empirical support to the argument that reggae music has been
exported to the United States.
Modification
Modification of the cultural artifact, reggae music, occurred
once it entered the American music scene.
was verified.

The hypothesized change

This was ascertained through using ideological analy

ses of reggae music that made the •pop" chart.

Reggae music that

appeared on the Black Contemporary Chart had undergone some modifi
cation.

Less than half of the songs in the sample had any connec

tion to a Rastafarian ideology.
clearly begun to take place.

The process of modification has

Social forces began affecting the ideo

logy inherent in the lyrics.
When lyrics were examined from songs that were charted on the
Pop Charts, further modifications were noted.
elimination of Rastafarian ideology.

There was a complete

Songs that were previously

acceptable began to reappear as reggae songs.

These songs were not
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even sensitive to topics that were Rastafarian in nature.
We can see that the first three stages of the Regis model of
cultural change appear to capture the changes that have occurred to
reggae music.

Reggae music originated as an expression of artists

serving as organic intellectuals disseminating the Rastafarian ideo
logy.

Reggae music has been exported to the United States.

Upon

entering the U.S. market it appears to have undergone a change and
lost its connection to Rastafari.

This modification has also elim

inated any vestiges of reggae artists performing the role of organic
intellectuals.

While, these findings are consistent with some of

the literature presented, the Regis model ignores the complexity
that is apparent in the overall view of the literature.

Equally as

important the results also indicate that there is a more complex pro
cess involved in the understanding the changes in reggae music.

CHAPTER VI
CONCLUSION
Classic sociological research tends to document, interpret,
and predict social change.
namic society.

We are all aware that we live in a dy

One can even take this as far as to say that nothing

is in a state of being, only becoming.

The primary agenda of this

research was to document the change that happened to reggae music.
More specifically the change that occurred once the music left Ja
maica and was brought to the United States.

This research documents

the fact that the reggae music which became popular in the United
States was ideologically different from the reggae that originated
in Jamaica.

There is an enormous amount of information that can be

used to describe the process that differentiated the early reggae in
Jamaica from the reggae that appeared on the charts in the United
States.

However, if we use only the Regis model we neglect to con

sider some of these findings.

This chapter will discuss the limita

tions of the Regis model and make suggestions for future research.
Limitations of the Regis Model
The harshest critique that I have of this model is its lin
earity.

That is, it does not allow for the complexities that are

occuring in the evolution of reggae music. Because of its linear na
ture it neglects to view data that are contradictory to its position
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or expand the models' ability to explain.
This critique can be seen at every stage of the Regis model.
Origination is not a •pure• point as Regis would have one believe.
The development of reggae music in Jamaica evolved from a mixture of
influences.

It came about as a dialectical synthesis of mento, ska

and rock steady.

All of these forms of music have had a cadre of

influences and can not lay claim as being essential Jamaican music.
This same holds true for reggae.

The influences of other forces on

reggae can be seen by the description provided by Dick Hebdige
(quoted in Stephenson, 1987):
Reggae is transmorgified American soul music, with an over
lay of salvaged African rhythms and an undercurrent of Jama
ican rebellion. Reggae is transplanted Pentecostal. Reggae
is a Rasta hymnal, the heart cry of the Kingston rude boy as
well as the nativized national anthem of the new Jamaican gov
ernment. The music is a mosaic which incorporates all strands
that make up black Jamaican culture; the call and response of
Jamaican street talk, the sex and cool U.S. R & B, the insis
tent percussion of the locksman's jam sessions are all repre
sented. (p. 58)
This statement clearly argues that reggae is a mixture of American
and Jamaican influences.

These influences are occurring at the same

time reggae is emerging as a distinct form. This leads me to believe
that the stages of modification and adoption are already occurring
to reggae music in the origination stage.
The exportation stage is also problematic.

I discussed two

factors that were evidence of the exportation of reggae music; these
were changes in the marketing of records within Jamaica and the ap
pearance of reggae music on the pop charts.
firms the fact that changes

The first of these af

were occurring in Jamaica prior to
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exportation.

The Jamaican recording industry was changing the way

records were marketed. These changes were influenced by the big Bri
tish and American record companies coming to Jamaica.

The fact that

changes were occurring in Jamaica is evidence that modifications
were happening prior to exportation and there is no longer a re-ex
portation stage to consider--unless one counts even more severe mod
ifications as a form of re-exportation.
The modification stage is equally problematic.

In order to

measure the modification of reggae music we must already be at the
adoption stage.

The music that is becoming popular in the United

States is already modified when it becomes popular.

It is as if the

adoption and modification stages occur simultaneously or overlap
extensively.

Another problem with modification is that there is no

attempt to capture the degree to which modification is present. This
model cannot capture levels or severity of changes that occurred.
I have one more area of concern with the Regis model:
not clearly state what becomes modified.
the genre of reggae music?
of the findings.

it does

Is it the reggae artist or

This is important for an interpretation

For example,

the Regis model leaves me no context

for interpreting the information on organic intellectuals and the
trend towards more traditional intellectuals.

Do reggae artists

start as organic intellectuals and then change to traditional intel
lectuals because of the process that Regis put forth?

Or, do organ

ic intellectuals stay organic intellectuals and their music just
does not become popular in the United States?

Or, do new artists
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emerge who are traditional intellectuals and their music becomes
popular?

The Regis model can not answer these questions.

It is my belief that reggae music did not change according to
the Regis model.

The measured change was due to the fact that the

music that became popular in the United States was created by dif
ferent artists than the music in Jamaica.

This leads me to believe

that authentic reggae artists were not modified nor were their music.
Instead new artists arose that were more traditional in intellec
tuals and they became popular. This comes from the fact that so many
of the songs that became popular were previously pop hits or written
by well known pop artists.

The songs by traditional intellectuals

simply displaced the songs by organic intellectuals.

I do not be

lieve they outwardly changed the songs by organic intellectuals.

If

Bob Marley were alive today I do not think that he would have com
promised his ideological stance.

He may have softened his position,

but you would still know he was Rastafarian.
Suggestions for Future Research
This research raises several questions for future research and
it acts as a stepping stone for such research.

This research has

established the fact can treat the filtering of reggae lyrics as
problematic.

The Rastafarian commitment to an anti-capitalist phil

osophy leads me to believe that even consensual change of the lyrics
has its problems.

I think that future research must look at the

forces that silenced the voices of the organic intellectual artists
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if they were silenced.

This must be done by looking at the pro-

cess that reggae music went through in its production.
are coercive as well as hegemonic must be explored.

Forces that

For example,

Bob Marley may have consented to some of the expectations of him as
a musician by the recording industry (hegemony), however, it was
Chris Blackwell, the owner of Island Records, that forced him to
This is one example of how

fire two thirds of his band (coercive).

domination and consent are at work in the production of reggae music.
It is also important to study different units of analysis in
Future studies must look at

order to arrive at a clearer picture.

the audience, the recording industry, the zeitgeist of America, the
discourse between the audience and artists, and the capitalist ethic
to name only a few.

I believe that research which focuses on the

discourse or language used may offer an explanation for the immed
iate disappearance of Iyaric.

I think that the disappearance of

Iyaric completely restructured the relationship that the reggae ar
tists had with the audience.

It may have been a factor in the other

changes that occurred in the lyrics.

The work of Michel Foucault

has noted the discursive nature of power.

Even the Rastafarians

have noted the discursive nature of power and they still fell prey
to it.

Future research can answer two questions. 'What were the fac

tors that allowed or compelled Iyaric to disappear?

'What role did

this have in the changes in the music?
Another area that future research could examine would be to
study the changes that have occurred with more depth.

My research
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focused on identifying Rastafarian ideology.

I would be interested

in the ideology that replaced the Rastafarian ideology.

This re

search noted thematic changes that replaced Rastafarian ideology,
however, it did not identify or label the ideology within these
songs.

Do the new songs reflect a commodity crazed belief?

that crude sexuality was presented as love was disturbing.

The way
Is this

part of a society that can buy whatever it wants when it wants?
The mass market seems to play an important role in the dis
appearance of Rastafarian ideology.

The filtering out of Rastafa

rian beliefs coincided with its introduction into a larger market.
The movement from Jamaica to the Black Contemporary Chart saw a de
cline in Rastafarian beliefs.

This was a movement from a relatively
The

small national market to a more expansive international market.

movement to the Pop Chart was a movement to an even more expansive,
heterogeneous market.

The mass production of culture seems to have

a way of absorbing creative productions and changing them.

The mar

ket size plays a very important role in the composition of the cul
tural artifact.

I have experienced this first hand as a fan of the

Grateful Dead.

I started going to see the band in 1986, shortly be

fore their fan base began to grow.

By the year 1995 the changes

that had occurred to the fan culture were frightening.

It would be

interesting to explore the impact of the size of the audience on the
changes in the ideological content of reggae music.
I had expected to find the changes in the lyrics.

The

speed with which Rastafari was eliminated caught my attention.

With
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the exception of one song, it took six years from the time the first
song appeared on the charts until Rastafarian ideology was complete
ly eliminated.
this change.

There were clearly powerful forces at work causing
Now that we know there has been change, the focus

should be on understanding the nature of that change and its causes.

Appendix A
Reggae Songs that Appear on the Charts From 1971-1993
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The Black Contemporary Singles Charts 1971-1984
*1974

Marley, Bob and The Wailers.
(Island 005).

I Shot The Sheriff

*1976

Marley, Bob and The Wailers.
(Island 060).

Roots, Rock, Reggae

*1977

Marley, Bob and The Wailers.

Waiting In Vain (Island 092).

*1977

Marley, Bob and The Wailers.

Exodus (Island 089).

1978

Third World.

Now That We Found Love (Island 8663).

1979

Grant, Eddy.

Walking On Sunshine (Epic 50766).

*1980
1981
1981

Marley, Bob and The Wailers.
(Island 49547).
Tosh, Peter.

Nothing But Love (EMI 8083).

Marley, Bob and The Wailers.
(Cot. 46023).

*1981

Third World.

1982

Cliff, Jimmy.

1982

Third World.

Could You Be Loved

Reggae On Broadway

Dancing On the Floor (Col. 02170).
Special (Col. 03216).
Try Jah Love (Col. 02644).
Buffalo Soldier (Island 99882).

*1983

Marley, Bob and The Wailers.

*1983

Cliff, Jimmy.

1983

Grant, Eddy.

Electric Avenue (Portrait 03793).

*1984

Grant, Eddy.

Romancing The Stone (Portrait 04433).

*

Reggae Night (Col. 14141).

Songs that appear in the black contemporary chart sample.
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The Pop Singles Charts 1971-1993
**1976

Marley, Bob and The Wailers.
(Island 060).

Roots, Rock, Reggae

1983

Big Mountain.

*1983

Tosh, Peter.

Johnny B. Goode (EMI America 8159).

1983

Grant, Eddy.

Electric Avenue (Portrait 03793).

1983

Grant, Eddy.

I Don't Wanna Dance

*1984
1984

UB40.

Touch My Light (Quality 19120).

Red Red Wine

Grant, Eddy.

(A&M 2600).

Romancing The Stone (Portrait 04433).

*1985

UB40.

I got You Babe (A&M 2758).

1988

UB40.

Red Red Wine

1988
1988
*1990

(Portrait 04039).

(A&M 1244).

Marley, Ziggy and The Melody Makers.
(Virgin 99347).
Priest, Maxi.
UB40.

Tomorrow People

Wild World (Virgin 99269).

The Way You Do The Things You Do (Virgin 98978).

1990

Priest, Maxi.

Close To You (Charisma 98951).

1990

Priest, Maxi.

Just A Little Bit Longer (Charisma 98883).

1991

UB40.

*1991

Here I Am (Gome And Take Me) (Virgin 99141).

Marley, Ziggy and The Melody Makers.
(Virgin 98735).

Good Time

1991

Priest, Maxi.

*1991

Ranks, Shabba.

*1991

Priest, Maxi.

1992

Ranks, Shabba.

Slow And Sexy (Epic 74741).

*1992

Ranks, Shabba.

Mr. Loverman (Epic 74257).

1992

Priest, Maxi.

Set The Night To Music (Atlantic 87607).
Housecall (Epic 73928).
Housecall (Epic 73928).

Groovin In The Midnight (Charisma 12617).
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1993 Cliff, Jimmy.

I Can See Clearly Now (Chaos 77207).

*1993

Inner Circle.

Bad Boys (Big Beat 98426).

1993

Inner Circle.

Sweet (A La La La La Song) (Big Beat 98429).

*1993

UB40.

Can't Help Falling In Love (Virgin 12653).

*1993

UB40.

Higher Ground (Virgin 12687).

* Songs that appear in the pop chart sample
** This song appears in the black contemporary chart sample

Appendix B
Code Sheet Used for Content Analysis
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Song Title: ------------------------------Year: 19
Written By: ________________
Recorded By: ----------------Is this song:
Part of the base
From the Black Contemporary Chart
From the Pop Chart
CONTENT
Judgment:
What is the main opinion or theme of the text? ________
Comments-----------------------------

Vocabulary:
ls the Iyaric language used? __________________
Comments_____________________________
Action:
Is conflict solved in a way that is consistent with Rastafarian
ideology?
Comments----------------------------Absence:
Do any of the Rastafarian concepts appear within the lyrics?
Comments----------------------------Is the appearance of this Rastafarian concept(s) consistent
with other Rastafarian ideological concepts?
Comments----------------------------If no, what is the main theme that appears?
Comments----------------------------STRUCTURE
ls the text diachronic or synchronic?
If diachronic, is the structure open-ended or closed
ended? -------Comments-----------------------------

If synchronic, are the implications of binary opposition
consistent with the Rastafarian concepts?
Comments

-----------------------------

MODE OF ADDRESS
ls a direct or indirect address used? _________
Comments-------------------------ls a specific or general address used?_________
Comments

-----------------,--------------

Additional Observation:

84

Appendix C
Discography
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Discography
Cliff, Jimmy.

1983.

Grant, Eddy.

1984.

Inner Circle.

1993.

Reggae Night.

Col. 14141.

Romancing The Stone.

Portrait 04433.

Big Beat 98426.

Bad Boys.

Marley, Bob & the Wailers.

1983.

Buffalo Soldier.

Marley, Bob & the Wailers.

1980.

Could You Be Loved.

Marley, Bob & the Wailers.

1980a. Redemption Song.

Marley, Bob & the Wailers.

1977.

Marley, Bob & the Wailers.

1977a.

Marley, Bob & the Wailers.

1976.

Roots, Rock, Reggae.

Marley, Bob & the Wailers.

1974.

I Shot The Sheriff.

Marley, Bob & the Wailers.

1971.

Small Axe.

Waiting In Vain.

Ranks, Shabba and Maxi Priest.
Ranks, Shabba.

1992.

1991.

Mr. Loverman.

Island 49547.

WIP 6653.
Island 092.

Island 089.

Exodus.

Marley, Ziggy and The Melody Makers. 1991.

Island 99882.

Island 060.
Island 005.

Upsetter 357.

Good Time. Virgin 98735.

Housecall.

Epic 73928.

Epic 74257.

Third World.

1982.

Try Jah Love.

Col. 02644.

Third World.

1981.

Dancing On the Floor.

Tosh, Peter.

1983.

Johnny B. Goode.

Col. 02170.

EMI America 8159.

UB40. 1993.

Higher Ground.

UB40. 1993.

Can't Help Falling In Love.

UB40. 1990.

The Way You Do The Things You Do.

UB40. 1985.

I got You Babe.

UB40. 1984.

Red Red Wine.

Virgin 12687.

A&M 2758.
A&M 2600.

Virgin 12653.
Virgin 98978.
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